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Critical moment in test of liquid propellant rocket engine is recorded by these fast moving instruments being filmed 
by Rocketdyne Film Unit. Rocketdyne is the largest manufacturer of liquid propellant rocket engines in the Free World. 
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ROCKETDYNE FILMS ROCKET ENGINE TESTS 


WITH MITCHELL CAMERAS 


Advanced Research Films Plus Top Industrial Features Filmed by 21-Man Unit 


The Motion Picture Unit at Rocketdyne, a division of North American 
Aviation, Inc., employs both 16mm and 35mm Mitchell cameras to accu- 
rately record testing of power plants for the Air Force Thor IRBM and 
Atlas ICBM missiles, and the Army’s Redstone medium range and 
Jupiter IRBM weapons. 


Camera dependability is of critical concern where months of preparation 
go into each test, and retakes are impossible. Mitchell cameras assure 
uniform excellence of highest film quality and trouble-free operation 
that no other camera can match. 

Other Rocketdyne films, like the full-length prize winning documentary 
“Road to the Stars,”’ demand extreme camera flexibility. Special Report 
films, for example, involve interior shots of plant and production lines 
which normally would require prohibitively expensive lighting. Mitchell 
cameras, with their 235 degree shutters, do this job easily with a mini- 
mum of lighting equipment. 

To obtain information on the world’s finest motion picture cameras 
write today on your letterhead. Please specify your interest in literature 
on the Mitchell 16mm camera—or the 35mm camera. 
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Scene from “Road to the Stars,” which won Camera requires great flexibility from long 
the top award in the Industrial Film Produc- range to close-ups like this which shows the 
ers Association competition, shows camera Mitchell shooting a precise view of panel 
unit in plant with Mitchell on track-mounted operations in the recording center during a 
dolly. Producer-Director was Bill Adams. test. 


85% of Professional Motion Pictures shown throughout the World are Filmed with Mitchell Cameras 


r 





Precision Test Firing of Rocket Engine at Rocketdyne’s Pro- 
pulsion Field Laboratory is recorded by Mitchell Camera in 
remote 1600 acre test area in Santa Susana Mountains, 
California. 
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NEWS 


News briefs of 
industry activities, 


products and progress 








A method of utilizing color television 
to improve color motion pictures and 
still photography has been developed 
by Hazeltine Research Corp., Little 
Neck. N. Y. Company has developed 
an instantaneous electronic color film 
analyzer which can display at once on 
a color television receiver a positive 
color picture from a color negative. 
This picture will show exactly the qual- 
ity of positive print that can be ob- 
tained from the negative in the actual 
film printing process. 

The instrument permits immediate 
adjustments for desired density and 
color balance by providing instan- 
taneous data for the entire film and for 
area masking as well. It also allows for 
full use of the large tolerance in nega- 
tive color film to offset poor exposure. 
according to the company. 

It has been announced that a pro- 
totype model of the Hazeltine Anal- 
yzer has been used by several large 
motion picture film processing labor- 
atories. which reported excellent re- 
sults. 


Dates for two important Workshops to 
be presented by The Calvin Company. 
Kansas City, Mo., have been set by the 
company. February 2 through 4, 1959, 
are the dates selected for the 13th 
Annual Motion Picture Production 
Workshop to be presented on Calvin's 
Kansas City sound stages. 

The three day session will be de- 
voted to an analysis of the process of 
producing motion pictures in the in- 
dustrial and allied fields. Sessions will 
include screened illustrations, displays. 
and talks by leading film producers and 
Calvin staff personnel. 

The Third Medical Motion Picture 
Workshop, sponsored by the Veterans’ 
Administration will be held in the Cal- 
vin studios March 16, 17 and 18, 1959. 
The three days will be devoted to 
discussions of processes employed to- 
day in producing motion pictures in 
the medical and allied fields. 

There is no charge for attending the 
Motion Picture Workshop or the ban- 
quet that concludes the session. A fee 


of $100 is required of those attending 
the Medical Workshop sessions. For in- 
formation and reservations, write The 
Calvin Company, 1105 Truman Road, 
Kansas City 6. Mo. 


A weekly newsreel in color, 1,000 
feet in length is planned by the J. 
Arthur Rank Organization, London, 
starting early this year. Cameramen 
will use Eastman Color negative. New 
color newsreel will replace Rank’s Gau- 
mont British and Universal Newsreels. 


Thanks to a@ government appropria- 
tion of $60,000, the paper-film re- 
clamation project ot fhe Academy of 
Motion Picture Arts and Sciences, be- 
gun in 1948. will be resumed and com- 
pleted. 

The two-year research, led by former 
Academy President George Seaton, for 
revenues necessary to reactivate the 
dormant project ended late last sum- 
mer when Congress okayed the appro- 
priation to the Library of Congress. 
Immediately following, Kemp Niver of 
Hollywood, inventor of the Renovare 
process used to convert the paper 
to film, was awarded the reclamation 
contract, 

The paper prints of motion pictures 
originated in the early days of film 
making as a means of obtaining a 
valid copyright, and picture important 
events and personalities between 1894 
and 1912. when the practice was aban- 
doned, 

The Academy spent approximately 
$300.000 on the reclamation project 
between 1953 and 1956, when avail- 
able funds were depleted and the pro- 
ject was abandoned. 

. . . 
H. W. Remerscheid, Vice-president of 
Bell & Howell Co. and head of the com- 
pany s western branch in Glendale. 
Calif., has retired after 32 years of 
service. In charge of the company’s 
western operations for the past 19 


Continued on Page 11 
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AaAUPiIicOoOnm iGimm Sound-Onmn-EFEilzmm Cameras »® tim 


QUIET AS A CANDLE FLAME 


The Auricon Camera is unique, with noiseless operation as silent proof of precision 16MM 


design. It runs so quietly that no heavy and cumbersome external blimp (sound-proof [Wipes SOUND-ON-FILM 
Holly 


enclosure) is required! For fast “set-up” and dependable filming of professional CAMERAS 
16mm talking pictures, Producers and Cameramen choose Auricon to shoot pictures 

synchronized with Optical or Magnetic “double-system” recording equipment, or \=— AB q proce nn Ay 
to record “single-system” sound on the same film taking the picture. conte * 100 ft. Runs ~ cite 


All Auricon Cameras are sold with a 30-day money-back guarantee. You must AURICON PRO-600 > 
be satisfied! —— $1871.00 & UP 


<< Write for your free copy of this 74-page Auricon Catalog. y sans — Ive am. 
Owl ™ 
“1. j j i 
AURICONMN 5% 3} 
A PRODUCT OF De . Jy /)AURICON SUPER-1200 
4 al & 
BERND T-BACH, Inc. aie 4 TNL rt setts tae te a 
6902 Romaine Street, Hollywood 38, Calif. / HOllywood 2-0931 Bi = = 


MANUFACTURERS OF SOUND-ON-FILM RECORDING HBQUIPMENT SINCE 1931 
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The new, easy way to lip-synched filming, 
on location or in the studio is with the 


RRICOKD 33 


“SINGLE UNIT’? DOUBLE SYSTEM 
PICTURE AND SOUND CAMERA 


The Arricord 35 is a combination of the 
latest Arriflex 35mm Model IIB camera and a magnetic 
recording unit which uses perforated 17Y%2mm magnetic 


recording film. The combined units are housed in a compact sound 


blimp having external controls for both sound and picture recording. 


In the Arricord, the Arriflex camera component is permanently 
joined to the recorder unit by a special precision gear 

drive, which assures constant speed and smooth, even motion 
in the mechanisms driving both the negative and 

magnetic films. A 24 Volt governor controlled DC 


precision motor powers the entire unit. 


The Arricord answers the demand for a compact 

and portable double system sound recording camera 
with the convenience, money and labor saving features 
of a single system camera. Because the entire 

unit is driven by a 24 Volt battery it eliminates the 


need for AC generators or inverters. 


TECHNICAL DATA 


Approximate weight of Arricord 72 Ibs. 
Approximate weight of Amplifier Case 28 Ibs. 
Approximate weight of battery case 42 Ibs. 


Camera part: Same features as Arriflex 35. Three lens turret 
with remote follow focus and diaphragm drive: 400 ft. magazine 
capacity. Through the lens focusing and viewing. 


Sound part: Made by Klangfilm to professional standards. 
Takes 450 ft. perforated 172mm magentic film. Two microphone 
inputs. 200 ohms. 2 way mixing. Valve metering. Electronic 


slate and many other features. 


Write for complete technical data and specifications. 


Available immediately for sale or long term rental with 
purchase option: 1 Arricord complete with 3 (32-50 75mm) 
Zeiss lenses matched and coupled, Klangfilm amplifier, bat- 


teries, cases as illustrated on left, ready to shoot, $10,000. 
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KODACHROME PROCESSING 
(Reversal Color Print) 


In 1950 The Calvin Company became the first company to process Koda- 
chrome outside The Kodak Company. The machine was built to process 
16mm release prints. Since that time processes have been changed 
several times and each time equipment has been brought up to date. 
Today the process is known as color reversal print stock (type 
5269). We feel this extra experience in color is of value to you in 
supplying you better color prints. There are reasons why we went 
into color processing early, suchas: 


1. Better service: Prints don't have to be shipped elsewhere for 
processing. We don't claim to give the fastest service in the 
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business on every job—to do so would mean we did not have much 
work to do. But on most orders and on large orders, we are 
equipped to give better than normal service. We have given 
two-hour service, but certainly that is the exception. 


2. Better color: We don't mean that we can process better than 
Eastman. But, by having control of our processing and printing, 
results from printers can be checked from hour to hour and any 
shift in color, no matter how slight, can be caught and cor- 
rected before it is out of limits. 


5. We felt that color was to play a bigger and bigger role in 
motion pictures and television, and that the way to learn how 
to handle color better was to actually work with it. Today, we 
believe we can say we have more actual working experience with 
16mm color than any other producer-service organization. 


Why don't you use this service on your next order? Send, bring your 
material, or, better yet, call us, phone number HArrison 1-1254, 


Kansas City, Misouri. 


Sincerely yours, 


Lloyd Thompson, 
Executive Vice President 
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Continued from Page 6 


years, Remerscheid joined B&H in 
1926 as a tool maker and inspector. In 
1931 he was transferred to the com- 
pany’s west coast branch, then located 
in Hollywood, and was named western 
district manager in 1937. He was elect- 
ed vice-president in 1939. 

He is an Associate Member of the 
American Society of Cinematographers 
and a member of the Society of Motion 
Picture and Teelvision Engineers and 
the Academy of Motion Picture Arts 
and Sciences. 


The technique used to make X-ray 
motion pictures was the subject of a 
two-day symposium in November at the 
University of Rochester Strong Mem- 
orial Hospital in Rochester, N.Y. 

George M. Corney of Kodak Re- 
search Laboratories discussed the im- 
portant characteristics of films for cine- 
fluorography. the role of film spectral 
sensitivity in matching screen emission. 
and the characteristic curves of photo- 
graphic film that determine contrast 
and exposure latitude. 

Frederick M. O’Brien. Jr.. of Ko- 
dak’s Apparatus and Optical Division 
discussed X-ray recording cameras, 
their mechanism, and their suitability 
for X-ray motion pictures. 

The session concluded with a semi- 
nar on the systems used for printing 
the final cinefluorographic records. by 
Kodak’s Gordon A. Chambers. Cham- 
bers explained how. in such work as 
medical study of the human throat. 
sound can be recorded simultaneously 
with the original negative exposure 
through use of a syne motor driving 
both the camera and recorder. 


Postscripts: Howard W. Hoadley. who 
directs photographic services at Mar- 
quardt Aircraft Co.. Van Nuys. Calif.. 
has been apnointed editor of the quar- 
terly News Bulletin of the Photographic 
Scientists and Engineers. Hoadley is a 
member of the Society’s Southern Cali- 
fornia Chapter Council . . . Film pro- 
duction in Hollywood is scheduled to 
get into high gear this month with 19 
films set to roll. This is a 90° hike 
over December when only ten pictures 
went before the camera. Last January. 
only 16 feature films were started... ® 
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Smooth, steady CAMERA 








PD-10 


cameras. Accommodates all standard heads. 


Rolls easily, quietly onlarge *. é 


8” rubber, ball bearing a ee 


wheels which can be 

locked in parallel for 

dolly shots or left free 

for extreme maneuverability. 
Telescoping legs can be 
extended for maximum 
stability or shortened for 
narrow passageways. 


Between takes, camera 
can be quickly, easily 
raised or lowered with 
hydraulic jack. Maximum 
height to top of column: 
60”. Minimum: 35”. 
Completely disassembles 
for easy transport. 

A precision-built, 

high quality unit 

in every respect. 

Send coupon for 

full details now. r 
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(CD Other Pedestals 


C0 Film Processors 


Name 


MOBILITY at a Low Price 


HOUSTON FEARLESS 





Here’s the solid support and steady, smooth-rolling action 
of a pedestal at the price of a tripod-dolly combination. 
The Houston Fearless PD-10 is designed for all monochrome 
TV cameras. Ideal for 16mm and 35mm motion picture 





HOUSTON FEARLESS CORPORATION 


11805 W. Olympic Bivd. 
Los Angeles 64, Calif. 


r FEARLESS Please send catalog and prices on [] PD-10 Pedestal 


() Heads ([ Remote Control Heads 





Firm 





Address 





City 

















PHOTOGRAPHIC 
ASSIGNMENTS 


WHAT THE INDUSTRY'S CAMERAMEN WERE SHOOTING LAST MONTH 


ASTERISKS INDICATE TELEVISION FILMS 





ALLIED ARTISTS 


Cart Guturiet, ASC, “Battle Flame” with 
Scott Brady and Jean Robbins. R. G. 


Springsteen, direetor. 


AMERICAN NATIONAL 
CHARLES VAN Encer, ASC, Monroe ASKINS, 
Curt Ferrers, “Highway Patrol”* (Ziv-TV) 
with Broderick Crawford. 


Bos Horrman, Monroe Askins, Curt Fer- 


vers, “Rough Riders”* (Ziv-TV) with Kent 
Taylor. 


Monroe AskINs, “Law Enforcement™* (Ziv- 
TV: pilot). Bill Conrad, director. 


Curt Ferrers, Ricuarp Rawtines, “Bold 
Venture”* (Ziv-TV) with Dane Clrak. 


Ricuarp Rawuines, Curt Ferrers, “Tomb- 
stone Territory”* (Ziv-TV) with Pat Con- 
way. 

Monroe Askins, Curt Ferrers, “MacKen- 
zie’s Raiders”* (Ziv-TV) with Richard Carl- 


son. 


CALIFORNIA STUDIOS 


Stuart THompson, ASC, “Have Gun Will 
Travel”* (Filmaster Prods.) with Richard 
Boone. 


FLeer Soutucorr, “Gunsmoke”* (Filmaster 
Prods.) with James Arness and Dennis 
Weaver. 


CASCADE PICTURES 
Ei.woop Brepectt, ASC, Commercials* 


Roy Seawricut, Commercials* 


COLUMBIA 


Burnetr Gurrey, ASC, “They Came to 
Cordura” (C’Scope & Color: Goetz Prods.: 
shooting in Utah) with Gary Cooper and 
Rita Hayworth. Robert Rossen, director. 


Joun Witcox, “The Mouse That Roared™ 
(Highroad Prod.; shooting in England) 
with Jean Seberg and Peter Sellers. Jack 
Arnold, director. 


James Wone Howe, ASC, “The Last Angry 
Man” (Fred Kohlmar Prod.: shooting in 
N.Y.) with Paul Muni and Betsy Palmer. 
Daniel Mann, director. 


Ernie Day, “Idle on Parade” (C’Scope: 
Warwick Prod.; shooting in London) with 
William Bendix and Anne Aubrey, John 
Gilling, director. 


Frep Gatety, ASC, “Father Knows Best™* 
(Screen Gems) with Robert Young and Jane 
Wyatt. Peter Tewksbury, director. 


Gert Anperson, ASC, “Donna Reed Show™’ 
(Screen Gems) with Donna Reed. Oscar 
Rudolph, director. 


InvinG LippMAN, “Behind Closed Doors’* 
(Screen Gems). John Peyser, director. 
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Frep JacKMAN, Jr.. “Ed Wynn Show™* 
(Screen Gems) with Ed Wynn. Arthur 
Lubin, director. 


FRANK Carson, Frep JACKMAN, Jr., “Alcoa- 
Goodyear Theatre”* (Screen Gems). 


Jack Erra, “Stake Out”* (Screen Gems: 
shooting in Fla.) Bernard Kowalski, di 
rector. 


FRANK Carson, “Secret Bride of Candy 
Rock” with Lou Costello and Dorothy Pro- 
vine. Sidney Miller, director. 


J. Burcr Contner, ASC, “Naked City”* 
(Screen Gems: Shelle Prods.: shooting in 


N.Y.) 
WALT DISNEY 


Gorpon Avit, ASC, “Zerro”™* with Guy 
Williams. 


Wituiam Swyver, ASC, “John Slaughter™* 
with Tom Tryon and Robert Middleton. 
Henry Keller, director. 


Lucien Batiarp, ASC, “Elfego Baca”* with 
Robert Loggin and Robert Simon. Chris 
Nyby, director. 


FILMCRAFT STUDIOS 


Vircit Mititer, ASC, “You Bet Your Life’’* 
with Groucho Marx. Robert Dwan, director. 


FOX WESTERN AVENUE 


FraNK RepmMan, ASC, “The Perry Mason 
Show’* with Raymond Burr. 


Greorce Disxkant, ASC, “The Rifleman”* 
(Four Star Prods.) with Chuck Connors: 
“Dick Powell’s Zane Grey Theatre”* (Four 
Star Prods.) with Dick Powell. John Eng- 
lish, director: “Law Gun”™* (Four Star 
Prods.) John English, director. 


Guy Ror, ASC, “Trackdown”* (Four Star 
Prods.) with Robert Culp: “Wanted Dead 
or Alive’* (Four Star Prods.) with Steve 
McQueen. Bud Springsteen, director. 


Peverett. Martey, ASC, Commerical* 


Cuaries Burke. “Black Saddle”* (Four 


Star Prods.) John English, director. 


GENERAL SERVICE 


James vAN Trees, ASC, “The George Burns 
Show”* (McCadden Prods.) with George 
Burns. Rod Amateau, director. 


Harry Witp, ASC, “The Bob Cummings 
Show”* (Laurmac Prods.) with Bob Cum- 
mings and Rosemary DeCamp. Bob Cum- 
mings, director; Commercials* 


Neat Becxner, “The Adventures of Ozzie 
& Harriet”™* (Stage 5 Prods.) with the 
Nelsons. Ozzie Nelson, director. 


ArcH Darzett, “Flight™* (MeCadden 


Prods. ) 


Perry FINNERMAN, Commercial* 





GOLDWYN STUDIOS 


Norset Brooine, ASC, “Loretta Young 
Show”* (Lewislor Prods.) with Loretta 
Young. 


Leon Suamroy, ASC, “Porgy and Bess” 
(Sam Goldwyn Prod. for Columbia) with 
Sidney Poiter and Dorothy Dandridge. Otto 
Preminger, director. 


INDEPENDENT 


Teo Pauite, ASC, “Ed Sullivan Show”* 
(CBS; shooting in Alaska) Robert Precht. 
director; “I” series* (CBS), Ted Post and 
David Alexander, directors. 


Wirrrip Ciine, ASC, “Cast a Long Shadow” 
(Mirisch-Murphy for UA) with Audie Mur- 
phy and Bob Foulk. Thomas Carr, director. 


Erwin Hituirer, “Shake Hands with the 
Devil” (Glass-Seltzer Prod.; shooting in Ire- 
land for UA) with James Cagney and Dana 
Wynters. Michael Anderson, director. 


Frep Younc, “Solomon and Sheba” (Tech- 
nicolor; Edw. Small Prod. for UA: shooting 
in Spain) with Yul Brynner and Gina Lollo- 
bridida. King Vidor, director. 


Lee Garmes, ASC, “The Big Fisherman” 
(Eastman color; R. V. Lee Prod. for Buena 
Vista) with Howard Keel and Susan Kohner. 
Frank Borzage, director. 


FLoyp Crossy, ASC, “The Wonderful Coun- 
try” (C’Scope & Technicolor: MPL Prod. 
for UA; shooting in Mexico) with Robert 
Mitchum and Julie London. Robert Parish, 
director. 


Desmonp Dickinson, “Horrors of the Black 
Museum™ (C’Scope & Color; American In’! 
Picts.; shooting in England) with Michael 
Gough and June Cunningham. Arthur Crab- 
tree, director. 


Wittram Cxioruier, “The Horse Soldiers” 
(Color: Mahin-Rackin-Mirisch for UA) with 
John Wayne and William Holden. John 
Ford, director. 


MerepituH M. Nicuorson, “Dangerous Char- 
ter” (Panavision & Technicolor; Dangerous 
Charter Co.) with Dick Foote and Sally 
Frazer. Robert Gottschalk, director. 


Maury Gertsman, ASC, “Four Skulls of 
Jonathan Drake” (Vogue Picts. for UA) 
with Edward Franz and Valerie French. Fd- 
ward Cahn, director. 


WitttAm Daniers, ASC, “A Hole in the 
Head” (C’Scope and Color: Sincap Prod. 
for UA) with Frank Sinatra and Eleanor 
Parker, Frank Capra, director. 


ArtHuR Artinc, ASC, “Take a Giant Step” 
(Hecht-Hill-Lancaster for UA) with Johnny 
Nash and Estelle Hemsley. Philip Leacock, 
director. 

Russert Harztan, ASC, “Day of the Out- 
law” (Security Picts. for UA) with Robert 
Ryan and Venetia Stevenson. Andre de 
Toth, director, 


KEYWEST STUDIOS 


Water Srrence, ASC, Series of religious 
pictures (Family Films). William Claxton, 
director. 


LINKLETTER PLAYHOUSE 


ALAN Srensvotp, ASC, “People Are Fun- 
ny” * (John Guedel Prods.) with Art Link- 
letter. Irv Atkins, director. 


McGOWAN PRODS. 


Brypon Baker, “Death Valley Days”* (Mc- 
Gowan Prods. ) 
Continued on Page 16 
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COLOR CORPORATION 











in the East it’s... 


MOVIELAB 


Se V. meote) me). 





NG 35MM (5248) COLOR NEGATIVE 
35MM (5253) AND 16MM (7253) INTERMEDIATES 


35MM : COLOR PRINTING 
16MM conract AND REDUCTION ADDITIVE COLOR PRINTING 


16MM (7270) FROM 16MM KODACHROMES 
ps FROM 16MM KODACHROME TO 35MM COLOR 
KODACHROME TO scene COLOR BALANCED PRINTING 


35MM COLOR ] PRINTIN 


Write for Color 


MOVIELAB BUILDING + 619 W. 54th ST NEW YORK J9, N. Y. 





Methods Brochure 
* JUDSON 6-0360 














For every location 





—FROM THE FROZEN NORTH TO 


Pros depend on 


Vag lil-> ami) 
Colortran Grover Masterlite Convertable— 
The newest in professional lighting. The most versatile professional 
Holds either PAR 56 or PAR 64 16mm camera in the world. In- 
Bulbs in a Pyrex SEALED BEAM unit. cludes three-lens DIVERGENT 
Weighs only 5 Ibs. and equals turret, registration pin move- 
performance of a 5000 watt bulb ment, side pressure rail, and 
with just a PAR 64 500 Watt and quickly interchangeable 
converter. Consumes less than 10 motors. Max ae mirror reflex 
amperes current at 3200° Kelvin! , ar 
; system to permit-viewing and 
$42.50 with PAR 56 Bulb focusing through taking lens 
$48.05 with PAR 64 Bulb while camera is in operation 
Viewfinder shows parallax- 
corrected right-side-up image 
Accepts 100 ft. daylight load- 
Tile Mey Lele] Mme liloMclaa-ttiela ae 1010 
ft. magazines. 


CECO Aluminum 
Split Apart Reels — 






Nonmagnetic— 





A fast and inexpensive way to wind 


Maurer 16mm Gamera film from reel to core, or reel to reel. 
A professional camera with features that cameramen dream about. Threaded core for quick locking. New 
High-powered direct view focus: largest erect-view viewfinder low prices. 

ever made; controls and indicators conveniently placed: clear glass 

reticle permits greater magnification. Incorporates a revolutionary 16mm reel: 400’-$3.75 1200’-$6.30 
intermittent movement that produces perfect registration. 35mm reel: 1000’ — $6.20 


174%2mm reel: 400’ — $4.75 1200’ — $6.75 


Additional Products 


Camera Equipment Company offers 
the world’s largest and most com- 


Spectra Professional Exposure Meter a R a 
prehensive line of professional cam- 


Ultra sensitive meter with foot candle 


and direct reading f-stop scale, disk, grid. eras, accessories, lighting and editing 
Hand calibrated for absolute accuracy. equipment. The quality product isn’t 
With 12 slides and carrying case: $97.50. made that we don’t carry. See our 
Weston, GE, Walz, and Kelvilux meters 


Splicers — exposure meters — projec- 
tors — screens — marking pencils and 
pens — editors gloves — editing ma- 
chines, racks, barrels, and tables - 
stop watches. 


in stock. 


SALES *- SERVICE © RENTALS 


sce 

















THE SUN-DRENCHED TROPICS— 


CECO 


When “location” is just a cab-ride away, 
it’s comforting to know that CECO’S 

vast storehouse of sales and rental 
equipment is at your disposal. 


But when you have to journey to the 
North Pole or to the South American 
jungle, it's even more important to depend 
on CECO for cameras, dollies, lights, 
generators and a host of other equipment 
that will perform under severe 

climatic conditions. 


After you've compiled your list, check it 
out with CECO. We have outfitted 
hundreds of crews for location, far and 
near. Our wide experience can save you 
time, money and needless grief. 


You owe it to your career as a film maker 
to use CECO service for sales, rentals, 
repairs—and experience. 








i 
35MM Professional Film Viewer— 

Makes film editing a breeze. Easy threading, portable, will not 

scratch film. Enables editor to view film from left to right on Magnasync Magnaphonic Sound Recorder Mark iX— 

large 6” x 442” brilliantly illuminated screen. Sound Reader and/or ' 

Counter can be easily attached. Available in 16mm model. The perfect answer to the needs of nite film producer, 

35mim PROFESSIONAL FILM VIEWER $500.00 16mm Model $350.00. large or small. It is compact, lightweight and distortion—free. 


Academy & SMPTE Specification. No royalties. 
16mm, 35mm & 17/%2mm models available. 


Professional Jr.* Tripod on CECO 3-Wheel 
Collapsible Lightweight Dolly— 


The newest Pro Jr. Tripod features su- The 3-WHEEL DOLLy collapses into 
per smooth action and simple camera compact shape. The JUNIOR weighs only 
attaching method; telescoping pan han- 15% Ibs.; the SENIOR weighs 18 Ibs. 
dle with adjustable angle; special pan Any tripod can be easily attached. Ball 
tension knob; cast-in tie-down eyelets; bearing, locking rubber tired casters with 
self-aligning double leg locks. indexing device. 

Price $150.00 Junior $99.50 Senior $150.00 


ZUCKER 


Gist CQuIPMENT Calis 








Dept. A 315 West 43rd St.,New York 36, N. Y. 


® Reg. U. S. Pat. Off. No. 2318910 
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COMPLETE MOTION PICTURE EQUIPMENT 


RENTALS 


FROM ONE source 


CAMERAS LIGHTING 


MITCHELL Mole Richardson 
16mm Bardwell McAlister 
35mm Standard Colortran 

35mm Hi-Speed Century 

35mm NC ® 35mm BNC Cable 


BELL & HOWELL Spider Boxes 


' Bul! Switches 
Standard ® Eyemo ® Fil 
andar ye ae Strong ARC-Trouper 


ARRIFLEX 10 Amps 110V AC 5000W- 


16mm © 35mm 2000W-750W 
WALL CECO Cone Lites 


35 —_ ' (shadowless lite) 

a eee Gator Clip Lites 
ECLAIR CAMERETTE Barn Doors 
35mm © 16/35mm Diffusers 


Combination Dimmers 


AURICONS Reflectors 
all models single system ZOOMAR 35mm 


EDITING 


Moviolas ® Rewinders 
Tables ® Splicers 
Viewers (CECO) 


GRIP EQUIPMENT 
Parallels ® Ladders 

2 Steps ® Apple Boxes 
Scrims ® Flags 

Gobo Stands 

Complete grip equipment 


SOUND EQUIPMENT 
Magnasync-magnetic film 
Reeves Magicorder 

Mole Richardson Booms and 
Perambulators 


Portable Mike Booms 
Portable Power Supplies to 
Operate camera and recorder 


Cine Radek Special WE SHIP VIA AIR, RAIL OR TRUCK 


Maurer ® Bolex 
Blimps ® Tripods 


DOLLIES 


FRANK C 


ZUCKER 


ag dang GAMERA CQuipment C..INC. 


Platform © Western 
3 Wheel Portable Dept A 


315 West 43rd Street, 


New York 36, N.Y JUdson 6-1420 





Announcing a remarkable new heavy duty 
magnetic film recording/dubbing system 
that makes all others obsolete by com- 
parison. The automatic S-7 is an out- 
standing engineering feat introducing a 


new free wheeling 
clutch driven film . 
One man can operate 
units. Threads over 
magnetic, below for 





magnetic 
sprocket. 
multiple 
idler for 
optical 


sound. Automatic turn-off, rewind, etc. 
Transistorized electronics. Write to: 


STANCIL- 


HOFFMAN 


921 N. HIGHLAND AVE., HOLLYWOOD 38, CALIF. (EXPORT: FRAZAR & HANSEN LTD.) 


See Cinemiracie (Los Angeles, Chicago, New York, London, Oslo. Munich) — 20th Century-Fox, Convair, 
RCA Photophone, Africana TV, Helsinki U., Crawley Films (Canada) and many others specify S-H equipment. 








PHOTOGRAPHIC ASSIGNMENTS 


Continued from Page 12 


METRO-GOLDWYN-MAYER 


Rosert Surtees, ASC, “Ben-Hur” (shooting 
in Rome) with Charlton Heston and Jack 


Hawkins. William Wyler, director. 


Rosert Burks, ASC, “North by Northwest” 
with Cary Grant and Eva Marie Saint. Al- 
fred Hitchcock, director. 


Rovert Bronner, ASC, “Ask Any Girl” 
(Metrocolor: Euterpe Prod.) with David 
Niven and Shirley MacLaine. Charles Wal- 
ters, director. 


Lester Suorr, ASC, “Col. Humphrey J. 
Flack”* (Jody Pan Prods.) with Alan Mow- 
bray and Frank Jenks. 


Wittiam Spencer, “The Thin Man™* with 
Peter Lawford and Phyllis Kirk. 


Date DeverMAN, “One Step Beyond”™*, John 
Newland, director. 


MOTION PICTURE CENTER 


Ropert Prrrack, ASC, “Ann Sothern 
Show”* (Desilu Prods.) with Ann Sothern. 


Rosert pe Grasse, ASC, “Danny Thomas 
Show”™* (Desilu Prods.) with Danny Thom- 
as. Sheldon Leonard, director; “Love and 
Marriage”* (Desilu Prods.) Bob Sweeney, 
director. 


Loturop WortH, ASC, “The Real Me- 
Coy’s”* (Brennan-Westgate Prods.) wit! 
Walter Brennan. Hy Averback, director. 


Cuartes Straumer, “U.S. Marshal”* (Des- 
ilu Prods.) with John Bromfield. Harve 
Foster, director. 


Sip Hickox, ASC, Maury Gerrsman, ASC, 
“December Bride”* (Desilu Prods.) with 
Spring Byington and Francis Rafferty. Fred- 
erick DeCordova, director. 


Maury Gertsman, ASC, “Red Skelton 
Show* (Desilu Prods.) with Red Skelton. 
Seymour Berns, director. 


Lucien Anpriot, ASC, “The Californian’s”* 
(Desilu Prods.) with Richard Coogan. 


Sip Hickox, ASC, Nick Musuraca, ASC, 
Cart Guturir, ASC, “Westinghouse-Desilu 
Playhouse”* 


Kennetu Peacu, ASC, “Lassie™* (Jack 
Wrather Prods.) with June Lockhart and 
John Provost. 


Roverr Hauser, “Derringer’*  (Desilu 
Prods.) with Jack Mahoney: “Man With a 
Camera” (Desilu Prods.) with Charles Bron- 
son. Richard Sale, director. 


Paut Ivano, “Grand Jury”* (Desilu Prods.) 
Alvin Ganzer and Sobey Martin. directors. 


PARAMOUNT 


Daniec Fapp. ASC, “The Five Pennies” 
(V’Vision & Technicolor: Dena Pictures) 
with Danny Kaye and Barbara Bel Geddes. 
Melville Shavelson, director. 


Haskett Boces, “Don't Give up the Ship” 
(Hal B. Wallis) with Jerry Lewis and Dina 
Merrill. Norman Taurog. director. 


Cuartes Lance, Jr., ASC, “One-Eyed Jacks” 
(V’Vision & Color: Pennebaker Prods.) 
with Marlon Brando and Karl Malden. Mar- 


lon Brando, director. 


Continued on Page 62 
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When it comes to prints, you demand three 
things—quality, speed, personalized service. 


led 

> QUALITY 
& Quauiy 
 quaury 


Motion Picture Laboratories has the master 
craftsmen, the complete equipment, and the 
know-how born of experience to give you prints 
Sraenalinad of matchless quality. It also gives overnight 
SERVICE service anywhere in the United States. And un- 
der the personal direction of Frank McGeary, 
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Personalized 


SERVICE 


Personalized 


SERVICE 


Personalized & 


SERVICE 


Personalized 


SERVICE 


| Personalized 


SERVICE 


Personalized 


SERVICE 


Benue 


SERVICE i 


Personalized Sam 





Motion Picture Laboratories assures you 
personalized service at the level of top 
management. 


It is because Motion Picture Laboratories 
gives the 16MM film producer the three most 
important things he demands in prints that it 
has increased its business every single month 
for the past three years. 


What we do for others we can do for you. 


Send us your film by AIR. Send it today! 


MOTION PICTURE LABORATORIES, INC. 
781 S. Main Street e Memphis 6, Tennessee 
Phone WHitehall 8-0456 





The ‘Waster Craftsmanship Your Film \3 eserves 
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@ the CAMART DUAL SOUND READER 


DOES IT WORK? IS IT PRACTICAL? 


HERE ARE JUST A FEW 
PROFESSIONAL OPINIONS 


NOW FIND OUT 
FOR YOURSELF WITH 
THESE TERRIFIC 
MONEY SAVING 
COMBINATIONS. 


LARRY ROSS, MOTION PICTURE 
DIRECTOR, U. S. ARMY TECHNICAL 
PHOTO LAB., ABERDEEN PROVING 
GROUND, MD.: “Jn my opinion 
the Camart Dual Sound 
















Reader is invaluable in e 
editing and synchronizing oh & tne: 
: — d doc ntar ye. Ses Here - neods - MONEY 
of our soun ocumentary Camere qor¥ 
= ” The prosm™ Now 1 of = x unt 
films. 5 ek 2° ot copa Pan 8o™ 
wer tor -, avoe pb. © irack* 
es Re a ems che gore 
- crc¥* aet set” cd pest . ysre*™’ 
Dee once cus ont “othe 
c ne r 
Oe a ee a owe \ GUARANTEE 
PARTIAL LIST OF USERS caro Sats Bs pent macnn at“ae™” a 
wnied eee ay cost cne rem neh we 
TELEVISION: WABC-TV, CBC-TV, rascoreene go preminae OM ule no Dosh twetlroob- 
WIBW-TV, KOIN-TV, WJBK-TV, york S08 no # Satay ag wae ihe ott 
KRON-TV, WTVN-TV, KERO-TV, wer ne Ogee PAT ey athe te om as 30 
KGHL-TV gnert ™ ep inue ¢ ene . x9 
7 n 43) ° ot o® ¥ rak ome = 
o> or it * “y ro tame Vehco™® 43d 
INDUSTRIAL: F&M Schaefer Brewing Co., pr. Saget > not pee? Lo come Mare oe as FON ier =. 
General Electric Corp., So. New England on! ansteld oh ‘Of course J us * ne ne une wn 
Telephone Co., ARO, Inc., x, water's J go GO git TOL" as eure. unit 
Air Associates, Inc. ron coe SP fof Sede ne grand> / L 
s ary? st com Se your™’ 
— : Ant — . ve r 
EDUCATIONAL: Harvard University, Rutgers poe woos wal vo poem £9 snot I, 
U “ata rs . A Ww 1 on at ne 
niversity, Brown University, Wayne weld on 
University, Kansas State Teachers ndus 7 
College, Fund for Adult Education. a“ tek Bomrector 
Fie 


GOV'T & STATE AGENCIES: US Army, 

Ft, Leavenworth, Technical Photo Branch, 
Aberdeen Proving Ground, Cameron 
Station Quartermaster Activity, National 
Advisory Committee for Aeronautics, Dist. 
of Columbia Health Dept., Michigan 

State Dept. of Conservation. > 


AND MANY OTHERS... ! 








Miss Patricia McMahon of 

NATIONAL PRINT DEPOT, MODERN 

TALKING PICTURE SERVICE, Pitts- 

burgh, Pa.... “We have found 

} the Dual Readers to be very 

efficient. The sound repro- 

CAMERA duction is far superior to 

MART that in any other equip- 

ment we have used in the 
past.” 


peg = icCAMERA MART 


New York's new Coliseum 1845 BROADWAY (at 60th St.) NEW YORK 23 - Plaza 7-6977 « Cable: Cameramart 











































@ the CAMART DUAL SOUND READER 
Ae A NATURAL! 


@ FOR TV NEWS FILM EDITING 
INDUSTRIAL FILMS 

@ MOTION PICTURE EDITING ROOMS 
STATE AND GOVERNMENT AGENCIES 





Dual Reader with Bell & Howell Filmotion 
viewer, list $288.00. Special . $259.50 


eehetern 





U.S. Pat. No. 2,819,646 





CAMART DUAL SOUND READER, Model SB-II 
Complete with optical sound reproduction head (or choice of f 
magnetic sound) base plate, amplifier-speaker. For single or Special rimhatnanes : $199.50 
double system sound. Easy to handle, no twisting film. An 
unbeatable combination with the... 


ZEISS MOVISCOP 16mm precision viewer, sharp brilliant 
214 x 314 picture. 


Dual Reader with Baia 16mm viewer list $227.00. 





Dual Reader, less viewer ...... $195.00 $969°° 


Zeiss Moviscop viewer 99.50 


. ° . . COMPLETE 
Special Reader-Viewer combination 





Dual Reader with HKS Action viewer list $334.50. 
Se Fe 





DUAL SOUND READER DELUXE. 


Complete editing outfit includes Dual Reader, choice of B&H 
or Zeiss Moviscop viewer, pair HFC two reel rewinds 
w/spacers & locks, Moviola two gang syn- 
chronizer, B&H Junior hot splicer, formica 
editing board 


$ 50 
ai ctates i lensicn cabal nioamadebee $740.00 66 9 





Dual Reader with Ace 35mm Rotary viewer (less 
image erector), list $439.50. Special . . . $395.00 









COMPLETE All prices F.O.B., 

Special combination offer New York. 
Subject to change 

MAGNETIC SOUND REPRODUCTION HEADS AVAILABLE without notice. 


SEND FOR DESCRIPTIVE LITERATURE! 


we CAMERA MART. 


1845 BROADWAY (at 60th St.) NEW YORK 23 - Plaza 7-6977 - Cable Comeramart 








FOR SALE 


35mm Wall Camera 
With Complete Sound Outfit 
Includes: Modulite SPECIAL 


Galvenometer, 
Amplifiers, 
PRICE: 
$2,500.00 


2 Magazines, 
4 lenses — 
35mm 
Variable Area 





Also 


Other 35mm Wall Camera 


Without Sound 
Complete with 12 volt motor, 
4 lenses and 2 magazines. 


priceo AT $1,200.00 
Camera Equipment Co., Inc. 


315 West 43rd St. New York 36, N.Y. 











PRECISION CONTROLLED OPERATIONS 


complete 16mm services 


DAILY REVERSAL PROCESSING 


UNCLUDING CUSTOM PROCESSING OF EASTMAN TRI-x & DvPONT 931) 
COMPLETELY EQUIPPED 40x60 SOUND STAGE; 
FINEST QUALITY SOUND RECORDING AND 
RE-RECORDING; COLOR DUPLICATING; 

TITLING AND ANIMATION 


film associates inc 


4600 5 dixie hwy «+ dayton 39. chic 








TECHN I 


CAL 


QUESTIONS & ANSWERS 


Conducted by Walter Strenge, A.S.C. 











Q vanes relating to cinematog- 

raphy or other phases of film pro- 
duction are invited from readers and 
will be answered by letter by Walter 
Strenge or by other qualified mem- 
bers of the American Society of Cine- 
matographers. Questions and answers 
considered of general interest will 
appear in this column.—Ed., 














AURICONS CONVERTED 





1600 Fr. 
$495.00 
600 Fr. 


$349.00 


Torque motor take up— 
used Coast to Coast in 
TV stations. 60 Day 
Money Back Trial 


GREAT LAKES MOTION PICTURE SERVICE 
12037 Grand River Ave., Detroit 4, Mich. 











DUAL POWER VIEWER for BOLEX REFLEX 
From an original 6X to an 8X full field and 
16X critical focus LARGER IMAGES—BETTER 


SHARPNESS CONTROL WITH ANY LENS 
Easy to Operate—Guoranteed for Life—More 
Information Available—When Viewer only is 
sent $54.00—When sent with Camera $60.00. 


PELLEGRINI-PIEK 
1545 Lombard St., San Francisco 23, Calif. 


Makers of Variable Shutter Units for all 
Bolex H Cameras. 
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What do studio special effects men 

add to ordinary water to make it 
appear like sea water? Also, how are 
ripple effects produced on a small scale 
for special effects and miniature shots? 
—V.E.S., Jersey City, N.J. 


{nswer: A pool of clear water will 
reflect the color of the sky or of a 
sky-backing, thus it is unnecessary to 
use dyes for the purpose of coloring 
water for miniature sea shots. How- 
ever, Where shallow tanks or pools are 
used, the water must be dyed so the 
bottom will not show through. For 
this, No. 623 blue aniline dye powder 


is used—approximately one pound to 
250.000 gallons of water.—James B. 
Gordon, ASC... 20th Century - Fox 
Studio. 


On numerous Burns & Allen TV 

shows, George Burns has appeared 
sitting in front of a television § set 
watching a picture that shows action 
in another part of his home or a next- 
door neighbor's house. Please tell how 
this is done in TV camera work, what 
it is known as in photography, length 
of time used in motion pictures, ete.— 


J. R. H., White Plains, N.Y. 


{nswer: The Burns & Allen shows, as 
you may or may not know, are on 
film. The method by which the effect 
described is accomplished is known as 
optical printing. The picture observed 
by George Burns on the TV screen 
was photographed separately, then op- 
tically reduced to exact size of the 
TV screen and printed in on the nega- 


tive in the laboratory procedure that 
produces the prints. The method has 
been employed for many years in mak- 
ing motion pictures—both feature films 
and films for TV—both here and 
abroad. — James Van Trees, A.S.C.. 
McCadden Productions. 


I have a Filmo 70-DA camera hav- 

ing a single-frame exposure re- 
lease. What f/stop should be used for 
single-frame exposures with this cam- 
era, where normal exposure for same 
subject at 24 f.p.s. is £/8 with the same 
lighting ?—J. J. L., Toronto, Canada. 


Answer: According to Bell & Howell. 
the exposure interval for single frames 
shot with the 70-DA camera is the 
same as when shooting at normal 
camera speeds. Therefore, in the in- 
stance described, you would set your 
lens at £/8.—Ray Mercer, A.S.C. 


Q I am planning to shoot scenes of 
a military parade in l6mm Koda- 
chrome, and would like to superim- 
pose a waving flag over the parade 
scenes in such a way tht the marchers 
may be seen clearly through the flag. 
How can I do this?—M. S. T., Los 
Angeles, Calif. 


Answer: For a good, professional re- 
sult. this is a job requiring the serv- 
ices of a film laboratory which can 
superimpose the flag over the parade 
shots in the right density. First make 
a shot of the waving flag of sufficient 
length to match the footage of the 
parade scenes; or this can be shot 
after the parade scenes have been 
filmed. Then submit all footage to 
a competent film laboratory with ad- 
vice as to the result you want. The 
lab will edit the flag footage and the 
parade scenes for A & B rolls for spe- 
cial effects printing, and superimpose 
the flag footage over the parade foot- 
age in the printing operation —Lou 
Vincent, A.S.C. Associate. 
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1959 ARRIFLEX BIRNS & SAWYER RENTAL SCHEDULE 






Arriflex rental center stocks this equipment for YOU! 


Only at BIRNS & SAWYER can you get ALL these 


Arriflex items for rent. The West's on/y complete 


EXTREME WIDE 
ANGLE 5.7 MM 



































CAMERAS 16mm, Complete with three lenses, tripod, matte box, DAY WEEK 
and case. $15.00 $60.00 
35mm, Complete with three lenses, tripod, hi-hat, 
matte box, case, three 200-ft. mags. 15.00 60.00 
(Note: All Birns & Sawyer rental Arriflex cameras, 
35mm, are the new IIB model with 180-degree 
shutter and heavy-duty motor.) 
SOUND 16mm, Complete with matte box, filter holder, exten- 150 MM ZOOM 
BLIMPS sion eye-piece, trunk. 15.00 60.00 LENS FOR 
35mm, Complete with matte box, filter holder, exten- ARRI 35 
sion eye-piece, trunk. 15.00 60.00 
BARNEYS 16mm, Covers camera, magazine, motor, matte box. 3.00 12.00 
35mm, Covers camera, magazine, sync motor, matte box. 3.00 12.00 
(B & S barneys reduce camera noise 65% on 35 
Arri, 80% on 16mm Arri. Only barney to utilize 
kapok, sheet lead foil, multiple foam layers.) 
CAMERA 16mm or 35mm Birns & Sawyer barneys with built-in 
HEATERS 115v A.C. heater pads thermostatically controlled 
to + 15°F. in an ambient of —65°F. 5.00 20.00 
MOTORS, SYNC. 16mm, 115v A.C. with power supply. 5.00 20.00 
35mm, 115v A.C. with capacitor. 5.00 20.00 
35mm, 220v A.C., 50 cycle, with capacitor. 5.00 20.00 
MOTORS, 
GOVERNOR- 16mm, 24 f.p.s. 3.00 12.00 
CONTROLLED 35mm, 24 f.p.s. 3.50 14.00 
ay STOP- 16mm, pulse or time-lapse, with counter. 7.50 30.00 
ACTION Intervalometer for above. 5.00 20.00 
MOTORS 16mm, without magazi 2.50 10.00 — 
— MUFFLING BARNEY 
TORQUE 16mm, with two magazines. NC NC 
LENSES, ZOOM 16mm, Pan Cinor “70” 10.00 40.00 
16mm, Pan Cinor “100” 12.50 50.00 
35mm, Pan Cinor “150” 20.00 80.00 
LENSES, 150mm Kilfitt, with adapter. 3.50 14.00 
TELE? HOTO 300mm Kilfitt, with adapter. 400 16.00 
or 35mm) «400mm Kilfitt, with adapter. 5.00 20.00 
600mm Kilfitt, with adapter. 10.00 40.00 
800mm Astro, with adapter and cradle. 20.00 80.00 
LENSES, 16mm, 40mm Makro-Kilar (foc. to 2”) 4.00 16.00 
. ‘ . AQUARRI UNDERWATER BLIMP 
CLOSEUP 35mm, 90mm Makro-Kilar (foc. to 8”). 4.00 16.00 2 
16mm-35mm Extension tubes. 1.00 4.00 
LENSES, 16mm, 11.5mm Schneider Cinegon. 3.00 12.00 
WIDE-ANGLE = 1mm, 5.7mm F1.8 Kinoptik (113°). 10.00 40.00 
35mm, 18mm F1.8 Taylor Cooke Series II. 5.00 20.00 
35mm, 25-28-32-35-40 Schneider or Cooke. 3.00 12.00 
AQUARRI 16mm Arriflex only. 20.00 80.00 
UNDERWATER 
BLIMP MISCELLANEOUS: Batteries (dry cells, voltabloc, lead- 


acid); tripods & babies; high-hats, shoulder pods, pistol 
grips, special eye-pieces, timing lights, fiducial marks. 


BIRNS & SAWYER 


TELEPHOTO LENS WITH CRADLE 


CINE EQUIPMENT 


WRITE FOR 1959 RENTAL SCHEDULE 


Datias. Teras 





8910 Santa Monica Blvd, Los Angeles 46 - OLeander 5-6970 


In the Southwest see: Birns & Sawyer, 3825 Bryan Street 





JANUARY ® 1959 21 





For Animation! 


For 1.D. & Regarding! 


= Modified 
‘ BELL & HOWELL 
* \ 35mm CAMERA 


ao 7 
et 9) 


1 with 25mm F 4.5 
B&H Lens 


‘399.50 


Trippin 
Advang ¢ 





@ Tak 
es 
ACtivar single Pictures — « 
“es shutter and film # Lever’ 


=f » ' 
@ Spring wound film advance — 300 shots per wind 





@ Uses 35mm * 100’ daylight loading spools 


standard of color film 


Fully Gt ARANTEED! Write for specifics . . 


Camera with 2” F 2.8 Lens—$435 
BURKE & JAMES. INC 


321 S.Wabash Chicago 4, Illinois 
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Eliminate Squeegee Problems with 
New Exclusive Low Cost FILMLINE 


16mm; 16/35mm Film 
A precision tool to remove ex- 
cess solutions from film surfaces 
low-pressure operation provides 
cushion of air support as film 
posses between rollers. Emul- . es 
sion never touches rollers under OPtimum Efficiency 


normal use. Adjustable gop al- lémm 3-4CFM @ 4 





lows splices to poss freely. Ibs. pressure $55 
@ Cannot scratch film... 10" j6mm/35mm 8CFM @ 
clog . simple installation. 4 Ibs. pressure $68 
@ Adapts easily to your pres- 
ent squeegee installations. Also Available 


@ Fits any processing mochine. Ojil-less Rotory Air 
@ Proven performance in one Compressors, With 
yeor of exhaustive tests. Motor, To Operate. 

































: 4 Oe en ~ °°, worend 
- 
ae 
pis 
* 
pes 
PROCESSING ee 
ee 
Reversal specialists for over a decade. ae 
Our long experience insures superior quality Pere 
Electronically controlled machines keep tem- — 
perature constant within .2 of one degree jones 
* National "Brilliantone” Cine prints are the finest eee 
*. @ ailable. Write for free catalogue. fete? 
. CONTACT PRINTING 8 & W DUPLICATING wate 
e,' WORK PRINTS KODACHROME DUPLICATING e*e” 
* EDGE NUMBERING VACUUMATING ere: 
* All work veporeted at ne extra charge og 
* 7 
. 

. 
= NATIONAL CINE LAB pes 
*. Box 4425 Washington 17, D. C. ne 
J 
p’e*o ee" e"e'e ena", 4 
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WHAT'S NEW 


in equipment, accessories, services 





SOUND RECORDING UNIT FOR ARRI-16. Camera 
Kquipment Co., New York, N. Y., has been 
appointed exclusive U. S. distributor for the 
Gaumont-Kalee Model 1690 magnetic sound 
recording unit for the Arriflex “16” camera. 
Transistorized sound recorder is attached to 
base of camera, between camera and _ tripod. 
lomm soundstriped film is used which is pulled 
through the sound head by the take-up and 
hold-back-sprocket of the camera. No othet 
mechanical drive is required. Amplifier case, 
which also includes battery, may be carried by 
means of shoulder-strap by the cemeraman- 
operator. Camera and amplifier may be operated 
close together or up to 60 feet apart. Micro- 


a. 
= 


‘al . 
. 


ee. 


a , phones can be satisfactorily used up to 120 feet 


from camera, or as near amplifier as 4'4-ft. 
3 





RAPID 35MM FILM PROCESSOR. “Mini-Rapid 35” processes 35mm film 
automatically, operates at speeds up to 6 ft. per minute, Four hun- 
dred feet of leaderless film can be processed at one loading. Unit 
is designed to operate under daylight conditions and use any size 
film spool. Heart of unit is patented plastic drive insert in each 
solution tank which transports film and at same time provides solu- 
tion agitation and squeegee action. Net weight is 120 lbs. Size: 15” 
deep, 13” high, 37” wide. Further data and prices: Fairchild Camera 
and Instrument Corp., Syosset, L. I. New York. 


MAKRO-KILAR LENSES FOR ARRIFLEX. New 
Kilfitt Makro-Kilar lenses for l6mm and 
35mm_ Arriflex camera permit continuous 
focusing from infinity to 4-in. without need 
for extension tubes. The 40mm f/2.8 Makro 
Kilar A in Arri mount fills film frame with 
subject areas as small as 19/32”x%" with 
an Arriflex 16; 1144”x1534” with the Arriflex 
35. Extra long helical mount permits cover- 
ing the extreme focusing range, affording 
long, medium and closeup shots without 
changing lenses. F/ stops from 2.8 to 22 may 
be pre-set to permit focusing with lens wide 
open. List price is $195.00. Lens is available 





only through franchised Arri dealers. 


RECORDING EQUIPMENT CATALOG. Write Stancil-Hoffman Corp., 921 
No. Highland, Hollywood 38, Calif. for company’s new “short form” 
catalog of magnetic tape and film recording equipment in both 
transistor and tube type circuitry. 


ANIMATION ACCESSORIES, Animation Equip- 
ment Corp., 38 Hudson St., New Rochelle, 
N. Y., offers a range of companion equip- 
ment and accessories for animated film pro- 
duction totaling eleven units, including cel 
punch-boards (illustrated), two 22”x17” 
planning cel tables, three drawing boards, 
various peg bars and pegs. Type 93 table 
has two rules, hand crank controls with 
counters, hole through center, and two sets 
of Oxberry pegs, or pegs of customer's se- 
lection. Type 92 drawing board is aluminum 
dise 17-3/16” in diameter, includes two mov- 
ing peg bars with locks, and two sets of 
pegs. Illustrated descriptive material and 
prices may be had by writing company 
direct. aa 
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Photo shows six Arriflex 16 cam- 
eras and blimp assembled in 
one of Calvin‘’s sound stages. 


LVIN co 


INCORPORATES 


MOTION 


PICTURES 


° 
4105 TRUMAN — 


ss 
KANSAS CITY 6, I 





Caivin Goes ARRIFLEX 
The CALVIN Company, Kansas City, is one of the The annual motion picture workshop run by CAL- 
most unique and respected firms in American cine- VIN, attracts hundreds of cinematographers from 
matography. all over the U.S.A. 

It is the only fully integrated 16mm motion picture Truly, the CALVIN Company is an outstanding 


facility in the U.S.A. performing internally every firm in the motion picture field. 


phase of fim production: original scripting, Mining It is significant that CALVIN has selected ARRI- 


on its own sound stages or on location, music and — . 
FLEX cqmeras to modernize its equipment. 


sound-recording, animation and titling, processing 








and printing—including Kodachrome—all under the You, too, can save money by switching to ARRI- 
roof of CALVIN’S 7-story building. FLEX, the most versatile professional 16mm camera. 

r a 7 
FIND OUT ALL DETAILS by filling out and ~ To: KLING PHOTO CORP. 1 
mailing this coupon. al — 257 Fourth Ave., New York 10, N. Y. a): 
ARRIFLEX EQUIPMENT is available on con- hy | be in: Doe Miiietinns ee ' 
venient long-term lease plan with purchase . wou me wes Hare we | 
option. ‘ 1 Arriflex 16 [_] Arriflex 35 Lease Plan } 

SOLE U. £ DISTRIBUTOR Demonstration without obligation (of course). ; 
FELLING PHOTO CORP. [Renna ae 
I 

257 Fourth Avenue, New York 10, N.Y. satiate eee : , 

7303 Melrose Avenue, Hollywood 46, Cai. Address_—_ ——_—_— 

City. a ee ee i 
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Success assured.. 


It’s an awfully good feeling to in- 
spect your footage and see clean, 
rich reds, fully saturated yellows and 
rich blues in every frame. And, as 
most smart cine men know, the new 
Ansco emulsions provide this ulti- 


mate in color quality. 


Take Anscochrome Professional 
Camera Film Type 242 for example. 
Here is a film that is specifically de- 
signed to produce low contrast mas- 
ter reels of superb quality. Relative- 
ly fine grain and beautifully soft in 
rendition, Type 242 can be easily 
intercut with the exciting new Super 


Anscochrome emulsions. 





with ANSCO 


Use Anscochrome Professional Cam- 
era Film Type 242 for all produc- 
tions where the finest in versatility 
is needed. Use Super Anscochrome 
in available light situations (daylight 
or tungsten) where speeds of 100 
are desirable. 

YOUR SUCCESS WILL BE ASSURED. 
Ansco, Binghamton, N.Y. A Division 


of General Aniline & Film Corp. 


Ansco 


Professional Motion Picture 





roc-- 
Loome 
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START 
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until 
you 
Call 















has one of the largest supplies of motion picture, tv and industrial 
lighting, grip equipment and props in the East. Everything from Brutes and Inkies to sleek DC 
Generators in 1600, 1000, 700, 300 and 200 AMP. sizes are available at a moment's notice. 
Don’t start shooting until you call 


& 


Inc. 


Send foro schedule of rental rates. RENTALS -SGALES -SERVICE 
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HOLLYWOOD 


BULLETIN BOARD 





CONTINUING STUDY OF video tape, begun two months ago, members of ASC 
last month gothered at NBC's color TV studios in Burbank, Calif., to study 
equipment and procedures for video tape recording and transmission of color. 
Hosts were Dick Welsch, NBC's Dir. of TV Network Prodn. and Business 
Affairs, and Fenton Coe, Dir. of Film Production, assisted by other engineers. 



















ALAN STENSVOLD, ASC, directed the photography of Bob Hope's 1958 Show 
for the U.S. Armed Forces in Europe, an assignment that took him to ihe 
Azores, Spain, Africa, Italy, France, Germany, and Iceland. For the job he 
brought a long six Mitchell cameras and two crews of Hollywood technicians, 
shot a total of ten shows in 12 days. Best of footage is to be presented on 
U.S. television by Hope sometime in Janvary. 
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News and pictures of the A.S.C., 
its members, and important 


industry personalities 








In photo above, left, Welsch explains color video tape techniques to assem- 
bled ASC members. Seated, rear, are (L to R) Jack Kennedy, NBC Staff Engineer 
and Oscar Wick, mananer of NBC's vid-tape operations. In opposite photo, 
Wick ({L) exolains vid-tape olayback machine to ASC members John Fulton, 
Wm. E. Gephort, and Arthur Arling. 


ASC PRESIDENT Walter Strenge (5th from left) and 
Arthur Miller, ASC (2nd from left) recently assisted 
members of the Southern California Association of 
Amateur Movie Clubs in judging the Association's 
annual contest films at the ASC clubhouse. Others on 
jydging pone! were (from left) Warren Nash, President 
of SCAAMC; Homer O'Donnel, California International 
Productions; Harry Coswick, ACE, Editor of ‘Gun- 
smoke"’ TV film series; Denny Plumlee, editor and 
publisher of ‘‘Movie Photographer’ magazine; Deane 
Harrison, Valley 8mm Club; and Honold Parks, Presi- 
dent-elect of Valley 8mm Club. 


IRVING RIES, ASC, left, and Elmer Dyer, ASC, study the Society's Roster of 
Members and reminisce on good old days of making movies in Hollywood. 
Ries is veteran who began career at old Metro studio, later went to MGM, 
following merger, where he subsequently headed that studio's department of 
special optical effects. He has since retired and is now a manufacturer of 
tripods and other photographic equipment. Dyer is still an active cameraman. 
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The One-Stop S 


PROCESS YOUR OWN FILMS and $ave! 





skill, no rigging, no constant watching—sim 
ply plug in and operate. 


For TOP Professional Results! 


BRIDGAMATIC Jr. does automatic 
16mm film processing at small cost, 
fits in most any corner. Built-in dry- 
box, heating elements, stainless steel 
tanks, air squeegee—develops and 
dries ready for showing 600’ positive, 


180’ negative per hour 1195 
from ntcsinuniens P 


LARGER CAPACITY negative/ positive, 
Reversal and Color models available 
16/35/70mm_ standard or custom 
Wrile for brochure. built, from ; abs $1987 





requires no special 





PRODUCE ROCK-STEADY PRINTS wit 


TEL-Amatic PRINTER 


PROFESSIONAL continuous contact sound and pic- 


ture printer for double 8mm and |l6mm films. De- 


signed tor lor, black and white, reversal, sound 
or silent films TEL-Amatic does all with rock- 
steady professional precision. Has outstanding fea 
tures never achieved before in the low cost field. 
®@ Semi-automatic 13-scene mechanical light 
change f frame light change 
@ Larage ypacity of 1200 feet 
@ F vay aperture r sound, negative to posi- 
ive re s evers na comp osite 
r n Sc xe 
@ Prints over a 40-tooth sprocket for proper reg- 
istration ft negative ana positive f ms 


@ Lamp holder accepts CC filters for color printing. 





@ Footage counter and light change card indicator 

included Write for illustrated brochure 
bench or table mounting ONLY $1495 
pedesta a ONLY $1650 











iNustrated brochure 


IMPROVE FILM TITLES 


with TEL-Animaprint 


Greatest dollar for dollar value in the industry! 


The first sensibly priced HOT PRESS TITLE 
MACHINE for high quality, fast dry lettering 
in all colors—the answer to economy and 
precision accuracy in film titling. Prints dry 
from foil for instant use. Acme pegs assure 
perfect registration on paper or acetate cells. 
Produces titles in any language — main 
titles, sub titles, TV commercials, slide films, 
shadow, third dimensional effects, etc., etc. 
May be applied to any kind of art, scenic 
or live background, including photographs. 


Latest Electronic TEL-Animaprint 
pe heated at constant rate automatically*, despite changes 
1 room ten Pa sen Accuracy + 1° F a Thermistor....$495 


if 
*Fenwal's Patented Contro! Unit 
siete 


Standard TEL-Animaprint with manual control........ 


“The Department Store of the Motion Picture 


§.0.5. CINEMA SUPPLY CORP. 


WESTERN BRANCH — 6331 








UICC 








Industry” ~ 


FHS Si 
602 WEST 52nd ST., NEW YORK 19, N.Y. esr. fis26 
Phone: Plaza 7-0440 


Hollywood Boulevard, Hollywood 28, 


>> FOR AN EXCELLENT BUY IN ANIMATION & SPECIAL EFFECTS CAMERA STAND, SEE PAGE 30 ~<€ 


CN 


\\ 
\\ 





— 


sional results! | 
Produces widest 
range of titles, 
trick films, car- 
toons anima 
tion, etc. Takes 
most types of 
cameras Hori- 
zontal and ver- 
tical operation 
Table adjustable 
north east 
south, west 
Front and rear 





illumination. Ti 
tle board size ; 
71 we 

x ’ 


with tipping 





frame, overall’ dimensions model TG, Il, 16mm $175 
4C x 15 x 2 weight 40 
lbs. Complete with all ac- Medel TG, Ill, 16mm ....$225 
cessories. Write for brochure. Model TG, IV, 16/35mm ([illus.)..$325 

| 


Unaum- The Moy 16 n/n s 25 myn 
wae Visible Edge Film 
Numbering Machine 


couse 

confusion 
and 

loss of 
time! 





The 
MOY 
edge 
numbers 
every 
foot of 
16, 17/2, 
35mm 
film. 











Simplifies task of checking titles, footage. Replaces cue narks 
perforations, messy crayons, punches, embossing, etc., which 
mutilate film. Work prints showing special effects, fades and dis- 
solves require edge numbering to keep count of frames cut or 
added. Multiple magnetic tracks in CinemaScope stereophonic re 
cordings make edge numbering a MUST. 


Only $2475—Write for illustrated brochure 


ACTION VIEWER & SOUND READER 


Many Exclusive Features! 








Professional l6mn Ediola 
Sr. Action Viewer pro 


jects big, clear 
aerial image, 
3”x4” — oper- 
ates left to 
right — elimi 
nates film 


scratching and 
damage to 
sprocket holes 
— tension ae- 
vice keeps 
image in con 
stant focus 
— built-in cue 
marking device 
—hum-free am- 
plification—syn- 
chronized with 
Precision Sound 
Reader on Spe- 


, cial Base or 
J may be sep 
SF arated for in 
S$.0.S. Sr. Viewer, Sound Reader & Base....$362.45 dividual use. 
$.0.S. Ediola Sr. Action Viewer ‘ $139.95 
$.0.S. Optical Sound Reader $185.00 Write for 
$.0.S. Ediola Base only $49.50 brochure 


\ 
\ 
ae 

, 


Cable: SOSOUND abbas: 


California — Telephone: HOllywood 7-2124 












AMERICA’S GREATEST 


HOLLYCAM brings you the largest selection of cameras and equipment available anywhere! 


35MM CAMERAS 


Mitchell Highspeed Camera,near new 
Mitchell Single-System w/RCA galvo., 
all RCA recording equipment, re- 
built to new : 
parry 


Askania w/3 mags.—all 
late - / 
Mitchell, single-lens turret plate 


Bell & Howell 2709 Professional Stu- 
dio Camera, less movement 

Bell & Howell 2709, Unit 1 move- 
ment, like new 

Bell & Howell 
near new . 

Acme Animation Camera (Producers 
Service), less movement . 

Acme Animation Camera (Producers 


2709 w/rackover, 


Service), w/movement " 

Cineflex w/electric motor, thru-lens 
finder, six 200° magazines, two 
cases 


DeVry 35mm, w/lens, spring motor 
Cunningham w/pilot pin movement, 


200° magazine, 3 Baltar lenses, 
motor, finder, etc. (cost $7000.00) 
Jerome, 3-lens turret, 200’ cap., cine 


or time lapse 
Akeley w/6 mags. and gyrotripod 
Wall single-system, complete w/gal- 
vanometer and all RCA recording 
equipment, completely rebuilt...... 
Underwater Eyemo (cost $4400.00) 
Costeau Underwater Camera— 
Cost $7500.00 
Bell & Howell Eyemo Q w abies 
turret, open back, motor mount, 
3 lenses 
Bell & Howell single lens 
w/lens, quickwind and case 
Bell & Howell single-lens 
w/leica or Exacta lens 
quickwind & case 


Eyemo 


Eyemo 
mount, 


$3950.00 


5950.00 


695.00 
695.00 


950.00 
1985.00 
2450.00 

750.00 
1550.00 

395.00 

95.00 

585.00 

95.00 

275.00 
3950.00 

675.00 


2500.00 


295.00 


119.50 


169.50 


16MM CAMERAS 


Maurer, 0-5, w/two 0-1 magazines, 
12-volt DC motor and two carry- 
ing cases cn 

Maurer, two 400° magazines, 2 mo- 
tors (12 and 110 volt), matte box, 
viewfinder, 2 cases 

Cine Special |, w/lers & 100’ mag. 

Cine Special Il, w/lens & 100’ mag. 

B&H 70G Super-Speed Filmo. 

Kodak 16mm elec. a F, 
anim. or time stuuy 

Kodak high-speed, 3500 pix per sec- 
ond ‘ vee 

B & H Filmo, 70 DA w/3 lenses baits 

Zeiss Movikon (worth $900.00) w/3 
ES ae cee Peewee 

Bell & Howell Filmo 70, w/ spi ider 
turret & 3 lenses . 

Siemens magazine, f 3.5 Tessar lens.. 

Auricon Pro-600, like new, EIF-20 
finder & door, turret & 3 lenses, 
TVT shutter, critical focuser, lens 
& turret blimping hood, Galvo, 
2 mags., mike, amplifier, tripod, 
trunk, etc. Cost new $5100.00... 


. $2450.00 


1450.00 
395.00 
695.00 
395.00 
145.00 


975.00 
225.00 


385.00 


169.50 
69.50 


3575.00 


35MM MAGAZINES 


Mitchell 400’ $ 60.00 
Mitchell 400’, bipack 185.00 
Mitchell 1000’ 115.00 
Bell & Howell 200’, metal 57.50 
Bell & Howell 400’, metal 57.50 
Bell & Howel 1000’, new 95.00 
Eclair Camerette 100’ 85.00 
Wall 400’, new . 45.00 
Wall 1000’, new 95.00 
Akeley 200’ 14.50 
Arriflex 200° (conversion) 62.50 
Camerafiex 200’ 28.50 
Cineflex 200’ 19.50 
Cunningham 200’, w/pin movement 225.00 
pore 35MM 
MAGAZINES 
Eclair Camerette 400’ $ 185.00 
Cine-Special 100’ 125.00 
Cine-Special 200’ 325.00 
Bell & Howell 400’ 115.00 
Maurer 400’ siete 155.00 
16mm x 50° empty puicinaan ten 
RS SE ere ae 4.10 


35MM & 16MM 
CAMERA MOTORS 


Mitchell, 110-V, AC-DC variable... $ 335.00 
Mitchell, 110-V, high speed 335.00 
Mitchell, 110-V, F/16mm high speed 295.00 
Mitchell, 12-V, DC variable......... ; 335.00 
Mitchell, 24-V, DC variable........... 335.00 
Mitchell, 110-V, AC-DC interlock.. 335.00 
Eyemo 6-V, 12-V or 24-V, DC 55.00 
Eyemo, 110-V, AC ..... 95.00 
Mitchell, 12-V, w/case, Camere 

Equip. Co, , aainnen 295.00 
Cineflex or Cameraflex, 12-V_ or 

24-V 58.50 
Cineflex or Camerafiex ‘spring motors 29.50 
Maurer animation motors .- 295.00 
B&H 2709, prof. studio camera 

motors 350.00 
Akeley 12-V & 24- Vv - 85.00 
Acme animation motor, 110-V 295.00 
Wall 12-V & 24-V 125.00 
Wall 110-V synchronous . 295.00 
B&H studio camera motor (Fearless). 275.00 
Eclair 220-V, 60 cycle, 3 phase, 

synchronous Beene 195.00 


TRIPODS, HEADS & 
DOLLYS 


Houston Gyro-Tripod and head; late 


version of Akeley . $ 485.00 
Camera Equip. Co. TV Heads, new.. 285.00 
Mitchell baby tripod, 35mm............ 32.50 
Pro. Jr. tripod & head, Camera 

I, SR I 0. rtnisncasinatingenadibiihe 109.50 
Pro. Jr. tripod & head, Camera 

Equip. Co., used Mebeitehes 89.50 
Pro Jr. Hi-hats, new, Camera Equip. 

ii -cishunianniseadnaadpeninndansedlndenetdudninaatin 14.50 
Akeley Gyro Bow! Hi-hats ‘ 49.50 
Ss, a I Os cncatdninemagiainiiess 10.50 
Hoefler ball head F/Mitchell....... ; 165.00 
DeBrie dolly, hvy. duty ($1200 value) 250.00 
Mitchell 35mm _ tripod w/friction 

Sear Sisihedasiiecaniniaal 425.00 
Cine Special tripod .. 34.50 


Bell & Howell Filmo tripod 

Akeley Gyro-tripod F/ pancake 

Akeley Gearhead tripod w/head. 

Akeley baby tripod, less head.. 

Akeley baby gyro-tripod, less head 

Saltzman tripod dolly, Model 
SOOMBT ...... 

DeBrie tripod w/comb. gear & fric- 
tion heads = 

Camera Mount for car or wi-dow, 
pan and tilt .... 

Heavy duty hydraulic camera boom, 
less base ...... 


27.50 
85.00 
185.00 
45.00 
85.00 
65.00 
275.00 
12.95 


3500.00 


CAMERA ACCESSORIES 


Mitchell erect-image viewfinders 

Mitchell erect-image finders, w/adj. 
mattes 

Mitchell comb. matte box & ‘sunshede 

Mitchell enlarging adapters, new. 

Mitchell variable diffusers, new. 

Auricon EIF-20 viewfinders - 

Polaroid variable filter, 3” diam. 

Heated covers, GE, F/Mitchell, etc. 

Wall comb. matte box & sunshade 

Auricon 12-volt battery, new, list 
Lae 

Bell & Howell rackovers—Eyemo... 

Bell & Howell rackovers—Filmo 

Handle & strap to hand hold camera 

Case for Eyemo Q . 

Case for Cine Special—100’ 

Case for Cine Special—200’. 

Raby Studio Blimp for Mitchell sta d- 
ard or Mitchell NC w/sound, 
$1500.00 value 

Pan Cinor, 20-60mm zoom lens 


$ 135.00 


245.00 
185.00 
47.50 
135.00 
125.00 
10.00 
25.00 
185.00 


38.50 
29.50 
23.50 

1.65 
19.95 
29.50 
47.50 


895.00 
149.50 


SOUND RECORDING 


EQUIPMENT 


Blue Seal 35mm recorder, w/access., 
var. area, needs servicing. 
Auricon 16 mm recorder, galv. 

Auricon power supplies 

Auricon Cinevoice amplifier w/case 
Carter converter 12-V to 110-V 
Auricon AT-80, 16mm recorders 
Auricon NR-22 amplifiers .- 

Auricon NR-24 amplifiers 

Auricon mike boom 

Cine-Pro recording amplifier, model A 


type 


$ 395.00 
285.00 
125.00 
135.00 

75.00 
275.00 
125.00 
165.00 
115.00 
285.00 


LIGHTING EQUIPMENT 


Frezzo-Lites with/case, charger, reflec- 
tor, bracket. portable hi-intensity 
lites for news, TV. 

Bardwell stud‘o stand, holds 3 lights, 


extends 15°, (cost $184.00) 
Olson Creco, 2000-W incand. 18” 
spot, less lens...... 
Cinelite, portable, hi-intens. flood 
for TV, news, new........ ‘ 
Dormitzer, portable, hi-intens. flood 


for TV, news, new..... 


Colortran Kit w/converter. 2 broads, 
2 spots, access. & case mien 

Century Lekolite, 2000-W Arc, w 
GREE cccosks 


Brand new Mole-Richardson “— . 
120-amp molarc, w/barndoors & 
diffusion frame. 1300.00 value... 

1000 Watt T-20 mogul prefocus 
lamps is 

Gator-Grip socket, ‘cord & ‘bam doors 


$ 75.00 
29.50 
28.50 

275.00 
275.00 
199.50 


79.50 


895.00 


3/7.00 
11.95 


HOLLYCAM’S huge inventory includes all types of professional cameras and equipment, accessories 


and processing equipment. Some of the items listed here are in limited quantity, and a few are one-of-a-kind. 
Write for our latest catalog. 


All equipment not advertised as new is used and guaranteed serviceable. 
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MOVIE BARGAINS... 


16MM & 35MM 
PROJECTORS 


Simplex-Acme 35mm arcs or incand. $ 375.00 


Simplex 35mm arc sound proj., SP. 495.00 
Ampro 16mm, Strong arc, stand, 

amplifier, rectifier, speaker 875.00 
Ampro 16mm sounds 179.50 
Bell & Howell 16mm Filmosounds.... 195.00 
RCA 16 mm “Sounds, 25 watt 

amplifier - 179.50 
Holmes 35mm outfit, Inc. 2 proj. 

w/lens, lamps, cables, mags., 

amplifier & speaker, like new 425.00 
DeVry 35mm outfit, Inc. 2 proj. w 

lens, lamps, cables, mags, ampli- 

fier & speaker, like new 825.00 
Ampro 16mm w/sync motor 189.50 
Portable projector stands w/case 13.95 
Bell & Howell portable combo. view- 

er-projector 185.00 
Brand new Bell & Howell Cordomatic 

reels w/50-ft. cable, 33.50 list... 12.95 


Many other 16 & 35 projectors in 
stock, Please advise us of your needs. 


LABORATORY 
EQUIPMENT 


Neumade film cleaning machines, 

elec. (Specify 16mm or 35mm)...... $ 185.00 
Cinex (Cinema Arts) 16mm or 35mm 

polishing mach'ne , 1750.00 
Cold vaults f/raw stock, w/com- 

pressor & mo‘or, new 185.00 
Film dryer, 8° minute, w/2 HP. 

refrig. unit, new 325.00 
Hernfeld sensitester, like new 495.00 
Art Reeves sensitester 275.00 
Stineman 16mm or 35mm, 200’ 

collapsible drying racks, new 7.50 
Morse M-30, 16 or 35 x 50° dryer 19.50 
Eastman 35mm film numbering ma- 

chine model B-35. Approx. cost 

$3,000.00 1650.00 


FILM PROCESSING 
MACHINES 


DeBrie Aiglonne 35mm, needs 
plete overhaul and some parts...... 
Morse G-3 8mm, 16mm or 35mm x 


com- 


$ 250.00 


100’ daylight processor 29.95 
Camera Equip. Co. 35mm test strip 

developer, adapts to Mitch. or B&H 

mags. , 59.50 
Houston AN-KIA 16mm 1495.00 


HOLLYWOOD 


CAMERA CO. 


10611 CHANDLER BLVD., NORTH HOLLYWOOD, CALIFORNIA 


Net cash with order, or 25% deposit, balance on delivery. 
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Houston K-1A (similar to Model 11) 
16mm 
Houston Model 11B. 


16mm neg- pos- 


reversal. list $6250.00....... 
Houston Model 10, 35mm, needs 
eoverhau!, $13,000.00 value 
Houston Model 10C, 35mm, list 
$16,500.00 


Eastman 8, 16, 35 mm processor and 
heated dryer, darkroom type..... : 

Deluxe Ci-e Reel 8/16mm processor 
and drying rack..... _ 

Houston 16mm Ansco color machine. 

Houston model 10CS 16/35 neg, pos, 
reversal, list $16,000.00 

Stineman Outfits, 200’ cap. 16/35mm 

Houston 16mm pos. or neg. machine, 


all stainless steel, like mew-............ 
Micro Record 16 & 35 elec. daylight 
Patco 16 & 35 elec. machine. 


Patco 16, 35 & 70 machine. 
Stineman 7Omm processors 


PRINTERS 


Arri 35mm late (list $9000.00) w, 
punch-tape light control, like new 
Arri optical reduction printer, 35mm 
to 16mm ...... 
Hernfeld 16mm 
Hernfeld 35mm 
Schustik 35mm 
Stineman 35mm 
Stineman 16mm printers, elec. 
Houston 16mm printer, new 
DePue 35mm to 16mm 
reduction 
Burchell 35mm_ continuous . 
Hernfeld optical sound 16mm printer, 
new, model 1517A, list $1522.00 


new 
new.... 


printer, 
printer, 
printer , 
printers, .driven 


driven 


e'ec 


sound 


1295.00 
2850.00 
1750.00 
3250.00 

195.00 


24.50 
5950.00 


4950.00 
97.50 


695.00 
165.00 
175.00 
175.00 
175.00 


$1950.00 


1250.00 
950.00 
950.00 
750.00 

85.00 
95 00 
395.00 


1495.00 
135.00 


975.00 


EDITING EQUIPMENT 


Neumade stripping flanges, non- 
magnetic weieptadiaatohtiieel win 
Synchronizer, Moviola SYB, two 
hina cc cicnconanediniimanie 
Synchronizers, Moviola SYD, four 

35mm _ssprockets....... 
Griswold splicer, 35mm R- 2. alia 
Griswold splicer, 35mm “T'’, new... 
Neumade measure machine, 35mm 
M-37-S, single hub, new............. 
Film cutting table, Neumade........... 
35mm Neumade Everwear rewinds 


(pair—1 dummy, 1 gear)... 
35mm Neumade bench type rewinds 
(pair—1 dummy, 1 gear). 
35mm Neumade Dynamic Rewinds, 
geared, w/brake; each.................. 
Moviola differential rewinds......... 


— 3.75 


95.00 
145.00 
14.95 
26.50 


29.50 
40.00 


13.50 
11.25 


14.00 
85.00 


Neumade 35mm film waxers, new 24.50 
Storage racks, collapsible, capacity 

100 ea. 35mm reels........ — 49.50 
Bell & Howell 16mm editors, incl. 

viewer, splicer & rewinds, list 

$155.00 _...... - 89.50 
MPE 35mm splicers. iad caenal 12.50 
Neumade electric 16mm rewind— 

comp. w/2 ends, base & switch 80.00 
Neumade T-150A timing stand..... 27.50 
Presto 16mm hot splicer........ 269.50 

MOVIOLAS | 
Moviola UCS, 35mm pic head & 

35mm sound... ' $ 545.00 
Moviola UDS, 35mm pic “head, 35mm 

IED cidttcaattoninarbeated ; 675.00 
Moviola UDPVCS, 35mm preview... 1250.00 
Moviola Model D, 35mm...... 189.00 
Moviola Model D, 35mm, new, orig. 

CE II. cvctesiiemiecnnns 289.50 
Moviola Mode! ULPV3S, 16mm, new, 

factory skid, $3800.00 value........ 2495.00 

MISCELLANEOUS 
SEI light meter (list $170.00) $ 125.00 
Mole-Richardson mike perambulators 275.00 
Janette converters, 12-V DC—110-V 

gS EE EP a ae Re a eee te 85.00 
Black-&-white reversal chemical kits, 

4% gallon size, complete.......... 1495 
Changing bags, 32x34”, double wall 9.95 
Ednalite protection pointer 14.95 
New 16mm Neumade rewinds, 1 

gear, 1 dummy end 9.50 

w/2 gear ends................ 17.50 


ANIMATION STANDS 


National Cine Equipment animation 

stands (list $16,000.00)......... 3500.00 
Cunningham pin movements, new.... 225.00 
B&H Hi-Speed movements.. 375.00 
B&H Silenced movements (Fearless) 575.00 


Large stock new Mitchell 35mm and 
16mm movements at bargain prices. 


BACKGROUND 
PROJECTOR 


Teague Rear-Proj. 
pedestal, high 


w/B&H movement, 
intensity arc, etc. 


($12,500.00 value)........ $3800.00 
Most materia's offered are from U. S. 
Gov't. excess stocks, All equipment not 


listed as new or reconditioned is used, All 
in serviceable condiiion. 


Hollywood Camera Com- 
pany has America's largest 
stocks of 16mm & 35mm 
lenses, reels, cans, light 
meters, screens of all sizes 
up to 11x14’, cases for 
cameras, batteries, accesso- 
ries, film, projection & ex- 
citer lamps, projector lenses, 
Cordomatic reels, changing 
bags, filters, micro-film 
equipment, strip film pro- 
jectors & playbacks, chem- 
ical mixers, densitometers, 
etc. 
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TEL-Animastand... ¥@ 


ANIMATION and SPECIAL EFFECTS CAMERA STAND 
































© Operates with any 16mm or 35mm camera 

© Precision alignment from 2 through 24 fields 

@ Massive main column (334” dia.) guide column 
(2” dia.) ground for accurate performance 

© Ball bearings for smooth zoom action 

® Precision machining thruout with .001 accuracy 

© 60° zoom; 24” east /west, 18” north/south travel 

® 360° Rotational table; precise locking action 

© 4 counters calibrate compound; zoom movements 

© Twin heavy-duty rods support rigid, counter- 
balanced camera faceplate 

© Roller chain drive; ultimate strength 2000 Ibs. 

© Easy to install & operate. Passes thru 30’ doorway 

© Acme registration “Standard of the Industry” 

@ Heavy welded steel base 

© Wt. 850 Ibs.; Ht. 9 ft. 


























Only 51995 


CONVENIENT PAYMENT PLAN AVAILABLE 


Write for illustrated brochure describing 
many adaptations of the TEL-Animastand 


Here is a partial list of the many 
satisfied Tel-Animastand users: 


Associated Missile Products Corp., Pomona, Calif. 
Boeing Airplane Co., Wichita, Kansas 

California Institute of Technology, Pasadena, Calif. 
Campbell Films, Saxton’s River, Vermont 
Holland-Wegman Productions, Buffalo, N. Y. 
Sandia Corporation, Albuquerque, N. M. 

Telefects, Inc., New York, N. Y. 

TV Spot Service, Cedar Rapids, lowa 

UNESCO (Aid to India), Paris, France 

University of California, Livermore, Calif. 
Veterans Administration Hospital, Topeka, Kansas 


Viguie Film Productions, Inc., Santurce, P. R. 
Photographed at 
Telefects, Inc., N. Y. C. zt 


aw FF Department EF of the Motion Prcture Industry” 


\ (] . CINEMA SUPP Al PORP 602 WEST 52nd ST., NEW YORK 19. N. Y. @ Phone: PLaza 7-0440 ¢ Cable: SOSOUND 
JiWi « Western Branch: 6331 Hollywood Boulevard, Hollywood 28, Calif. e Phone: HO 7-2124 
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FROM THE DESK OF THE EDITOR 






Looking Back on ‘58 




























A traditional editorial procedure each January is to evaluate achieve- 
ments of the preceding year. Technically, nothing of great importance 
was developed by the motion picture industry during 1958. The con- 
tinuing decline in theatre attendance having become the major problem, 
studio efforts were solidly concerned with shoring up its ailing boxoffice 
with bigger, better and costlier productions. 


The process of evolution, which is affecting this industry as it does 
everything else, seems accelerated and is everywhere evident. And while 
“the movies” are not likely to disappear in the foreseeable future as 
one of our chief sources of entertainment, film production today is a 
vastly different business than it was ten years ago. Today big-budget 
production is the only profitable production and it will continue to be 
the industry’s mainstay as long as our economy will support the $2 and 
$3 boxoffice admissions necessary for today’s profitable operation. 


Fortunately, production of television films—still an “iffy” business— 
has absorbed the surplus of cinematographers that diminishing feature 
film production has made available. (Hollywood reportedly turned out 
only 225 features in 1958, compared to about 325 in 1957). But this 
was a lucky break for TV film producers, a break which made available 

——cmees to them the world’s best cinematographic talent. Result is most video film 
producers are turning out programs for home TV having all the pictorial 
quality movie-goers have become accustomed to—and certainly would 

| have missed had the industry’s experienced cameramen not been avail- 
able to photograph television’s film programs. 


But it is to Pay TV that the cinematographers look forward hopefully 
—as do others in the industry. Some of the most discerning see Pay TV 
not only the inevitable evolution of the television medium, but capable of 
developing a Hollywood motion picture industry of far greater magni- 
tude than ever was believed possible under the old order of making films 
for theatre exhibition. 


Hollywood’s directors of photography are in no hurry to hang up their 
viewers and exposure meters and “buy a little chicken ranch in the 
valley” to support them in their autumn years. They know the big boom 
Pay TV will unleash is just waiting for some bold and courageous person, 
or event or circumstance to touch it off. 
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CAMERA NO. 2 moves in for two-shot for ‘Night Court” under the direction of cinematographer William F. Whitley, ASC (in dark shirt). No. 3 camera 


may be seen in background focused on Judge (Jay Jostyn). 


FILMING 
COURTROOM 
DRAMAS FOR 
TELEVISION 


Format used for ‘‘Night Court’ 


may be film's answer to video tape 
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TYPICAL SCENE in Banner Productions’ ‘‘Night Court” in 
which Japanese war bride with problem pleads case 
before Judge Jostyn, following procedural preliminaries 
by Public Defender Barney Biro. 
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By JOSEPH V. MASCELLI 


— couRT,” the comparatively recent and highly 
successful TV film series produced in Hollywood 
by Banner Productions, dramatically demonstrates what 
ean be accomplished with a television film series when 
veterans having both motion picture and television expe- 
rience merge their talents. 

While almost everything that is done in producing 
“Night Court” has been done before, in part, the success- 
ful combination of the various elements that go into filming 
a television show have never before been so perfectly coor- 
dinated. Actors attribute the show’s success to astute casting 
of many unknowns plus the superb performance of Jay 
Jostyn as the judge. Technicians credit the superlative 
camera-work, Live television technicians cite the show's 
free-flowing movement—the genuine “live” quality of the 
show. And vast numbers from television’s nightly audience 
have extolled the shows’ “believability.” “It seems so real,” 
many have said, “it must be filmed in a real courtroom 
during actual litigations.” 

The average producer of a TV film series 
employing the single-take 
camera filming technique—usually completes two to three 


whether 
“stop-and-go,” or the multiple- 
half-hour shows per five-day week. Banner Productions, in 
a recent ten-day stretch, completed fifty-six. For this, more 
than a half-million feet of negative was exposed at a ratio 
of only three-to-one compared to the four- or five-to-one 
presently standard for TV film shows. 

“Night Court’s” production formula may be film’s an- 
swer to TV’s video tape. Conservatively, it cuts costs in half 
without sacrificing technical quality or dramatic impact. 
No corners are cut except waste motion; no speed-up is 
ever employed. The fast shooting pace is achieved through 
careful, detailed pre-planning instead of by putting the heat 


on everyone during shooting. As production supervisor 


VIEW FROM courtroom toward production staff showing No. 1 and 
2 cameras lining up scene from different angles. Both cameras 
are mobile mounted and their moves are directed via intercom, 
according to requirements of script, by Producer-Director Sandy 
Spillman (in white shirt, left of center). 


Jesse Corallo so aptly put it: “Repetitious rehearsals stag- 
nate both actors and crew. The success of ‘Night Court’ is 
the result of planning that enables most action to be filmed 
in a single take, when everyone is at their peak of per- 
formance and not exhausted from long sequences of retakes 
on overtime.” 

The speed, efficiency and perfection with which “Night 
Court” is photographed has amazed not only veteran tech- 
nicians, directors and actors, but the very camera crew 
that films it. Says Cinematographer William F. Whitley, 
A.S.C., who directs the show’s photography: “The pace we 

are able to maintain using this method is re- 
markable.” The five half-hour shows, which 
his crew photographs daily, using three cam- 
eras shooting simultaneously from three dif- 
ferent positions, consume between 50,000 and 
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95.000 feet of negative. 
Three Mitchell BNC cameras are used to 
film each show. (See diagram). Camera No. 1, 









acaall 


employing a 3-inch lens, moves in and out on 


a 


a crab dolly to photograph the judge and 
bailiff as each case is called, and subsequently 
films closeups of the judge as he presides. 
Camera No. 2, mounted on a Chapman crane, 








eal 


uses a 35mm lens to cover the courtroom audi- 














CHAPMAN 
CRANE 





DIAGRAM OF SET FOR “Night Court" showing positions of the three Mitchell 
Judge sits at A, Defendant is at B. 
while Bailiff (C) and Public Defender (D) sit at desk opposite camera No. 2. 


BNC cameras used in filming the show. 
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ence and to follow defendants as they are 
brought in. This camera continues shooting a 















side angle of the proceedings—with a variety 
of camera movement—to record two-shots of 
judge and defendant, group shots of bailiff. 
public defender and others, or moves in for a 
closeup of the defendant. Camera No. 2 is 
actually the master scene camera—the “work 
horse” of the show. Camera No. 3, utilizing a 
Pan-Cinor lens, is mounted high behind and 
to the left of the judge and covers the defend- 
ant as he is brought up to the bench to testify. 








Continued on Page 56 
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' time for 
a change... 


Pictures are a real “‘lifesaver" for 
young parents. Each week millions 
of them get a needed change of 
pace by taking in a show. It’s the 
natural thing to do. And—the better 
the picture, the more they go, 

THE BIGGER THE BOX OFFICE. 





Consciously or not, audiences 
recognize and respond to technical 
excellence in motion pictures. And 
when it comes to technical help on 
how to make pictures better, the 

; Eastman Technical Service for Motion 
Picture Film stands ready, willing, 
and able. Offices at strategic 
locations. Inquiries invited. 


Motion Picture Film Department 
EASTMAN KODAK COMPANY 
Rochester 4, N. Y. 





East Coast Division 
342 Madison Avenue 
New York 17, New York 


Midwest Division 
130 East Randolph Drive 
Chicago ], Ill. 


West Coast Division 
6706 Santa Monica Blvd. 
Hollywood 38, Calif. 
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Do-It-Yourself 


Sound 


PART Iil 


Recording 


Don't stint when it comes to purchasing a microphone. The best 


is essential to top-quality recording results. 


By ALLEN JACOBS 


The Calvin Co., Inc.. Kansas City. Mo. 





ONE OF THE ADVANTAGES of using a high-input microphone is that the greater volume of sound 
it delivers permits “backing-up" the volume control on the recorder; less gain is used with conse- 
quent reduction in the level of extraneous or unwanted sound. 


AST MONTH we discussed here, for the 
L ‘edification of the small independent 
film producer wishing to set up his 
own sound recording department, the 
pros and cons of the various types of 
magnetic sound recorders, and listed 
the basic specifications essential to a 
magnetic tape or film recorder that is 
expected to produce professional qual- 
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ity sound. On the basis of that discus- 
sion, we can assume that a choice has 
been made and we now have a re- 
corder. 

It might further be assumed that 
this choice would be the hardest one 
to make, in planning a sound depart- 
ment, and that with the acquisition of 
the recorder most of the major prob- 





lems automatically are solved. Unfor- 
tunately this is not the case. While the 
recorder is a very important and basic 
piece of equipment, a good magnetic 
recording machine does not in itself 
automatically guarantee the production 
of good sound. Still other factors are 
involved. 

One simple proof of this could be 
observed were you to transfer or re- 
record, using your magnetic recorder, 
a fine-quality wide-range disc record- 
ing of an orchestration to magnetic 
tape, and then compare the quality ob- 
tained with that of a live recording of 
a really fine orchestra. Assuming that 
the orchestra whose music on the com- 
mercial disc you re-recorded and the 
orchestra whose music you recorded 
“live” were comparable, the results ob- 
tained in the two recordings might well 
be quite different. 

Why? Well, if you did a reasonably 
careful and proper job of transferring 
the disc recording to tape, it probably 
would be difficult for you to detect any 
difference between the magnetic copy 
you made and the disc itself when both 
are played on good reproducers. How- 
ever, the music that you heard played 
by the live orchestra, and the music 
that you recorded of that live orchestra 
would probably differ in quality. In 
the case of the disc recording, your as- 
signment was a simple transfer of 
sound. The people who had made the 
commercial disc recording had already 
solved a lot of problems—choice and 
position of microphone, acoustics. 
equalization of the sound, and so on. 
However, when you prepared to record 
the live orchestra these were problems 
which you had to face and solve. And. 
unless you are a thoroughly experi- 
enced recording man, you would prob- 
ably get something other than the fin- 
est results. We might say that the point 
is: the recorder may be better than 
you are. To put it another way, the 
recording machine generally has a 
greater ability to record sound than 
the operator’s ability to feed quality- 
sound into it. 

What are some of the other factors 
involved in sound recording? Well, 
equipment 
pre-amplifier, cables, 


there’s the auxiliary 
microphone, 
mixer, power supply, and so on. Then 
there’s the matter of acoustics—what 
happens to the sound before it’s picked 
up by the microphone. And there are 
some further subtleties of sound re- 
cording, the mastery of which is es- 

Continued on Page 53 
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DEDICATED TO BETTER PERFORMANCE gum 


; », 


Unconditionally Guaranteed for Top Satisfactory Performance df COLLAPSIBLE >» 
| — 3-WHEEL DOLLY \\ 


i \ 





















ANIMATION MOTORS 


For motion picture and TV 
cameras. Sturdy cast alu- 
minum, For standard or 
baby tripods. Additional 


for Cine Special * Maurer 
Arriflex * Mitchell 


' 
i 
{ 
{ 
Synchronous motor unit, 115V, single 





baby tripod point holders 

4 a to control spread of tripod 

phase, 50/60 cycle. Available in 60 or legs. Adjustable spring 

100 frames per minute units. cont, Guive wide rubber 

Time Lapse Equipment available \ wheels. Bronze tie down 
clamps and other features, | 


For studio or location. Folds into 
one compact unit. Can be used 4 


\ with professional or semi-profes- 4 
X sional tripods. y 


$325 


fl ae 


Nothing SYNCHROMASTER 
Like /) SYNCHRONIZER 
SM | | 


CRAB HYDROLLY / 


For Maurer Camera, $485 























Variable Speed Motors 
with Tachometer 


for Cine Special and Maurer Cameras 





The Versatile 


Features many new advantages found in no other 
dolly. Maneuverable to ALL angles with instant 
ease. Variable up and down control. Dual wheel 
steering for crab and conventional back steering. 





Noiseless operation. Its versatility 
permits unusual dramatic shots a 

and reduces costly set-up time. wees Any combination of 
: lémm and/or 35mm 
sprockets assembled to 
specification. 
















Cast aluminum. Foot linear type, adjustable frame 
dial. Fast finger roller release. Contact rollers adjust- 
ed individually for positive film contact. Sprocket 
shaft slip lock, footage counter, etc. 




















‘HYDROLLY’ 


TV OR 
CAMERA DOLLY 







Instant moveability — 
streamlined, lightweight, 
exceptionally sturdy. Noth- 
ing to get out of order. Swivel seat. Adjustable leveling head. Seat for 
Many new advantages for assistant. In-line wheels for track use. Steering 
easy operation. Hydraulic wheel, rigid floor locks. Hand pump or combi- 
lift type for fast upward nation hand and motor pump. Easily transport- 
and downward motion. able. 









FITS ALL 16mm 
PROFESSIONAL AND 
SEMI-PROFESSIONAL 
CAMERAS 




















The latest in matte boxes, embodying many 
new advantages! Takes all accessories such 
as gauze holders, diffusion filters, effect 
filters, etc. For use with 2” and 3” square Takes all lenses 15mm to 152mm. 

glass or gelatin filters. Fibre filter holders Rubber back caps avoid back flare, 
supplied. Beautifully constructed of durable 
aluminum castings with dural front rods. 


Optical black interior. ONLY $44.95 


NATIONAL CINE EQUIPMENT, tne 


West Coast Sales: JOHN CLEMENS ERWIN HARWOOD 
BIRNS & SAWYER, Los Angeles, Calif. 209 WEST 48th STREET NEW YORK 36, N Y — Circle. 6-0348 


Base fits all 
and small tripod threads. 


cameras and has large 


when lens is smaller than back opening. 
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FIG, 1—ABOVE SERIES of drawings represent 
“cleaned-up" extremes and comprise 1 foot plus 
12 frames of action for Walt Disney's “Bambi,” 
expanded from the six roughs illustrated in Oc- 
tober. Drawing 49 was shot in “2s,” hence the 
duplication. 
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ANIMATED 


FILM 





TECHNIQUES 


PART VI 





Cleaning up and in-betweening the animator's 


‘‘extremes’’ precede the inking and painting steps 


\* rHIS CHAPTER we shall continue 
where we left off last month in de- 
scribing the function of the “in-be- 
tweener” in the long series of steps of 
preparing the art work for a typical 
animated cartoon — in this instance. 
Walt Disney’s “Bambi,” which has 
been chosen for reference because it is 
probably one of the best remembered 
of all Disney feature-length animated 
films. 

The first drawings that are cleaned 
up are the original extremes of the 
animator; so the key action poses be- 
come the key cleanups as well. This 
drawing chore is handled by the ani- 
mator’s assistant, for it is a very im- 
portant phase in the procedure of ani- 
mation. The assistant works closely 
with the animator at all times and is 
familiar with his way of working. It is 
the cleanup-man who puts the final 
“screen-drawing” into the character. 

After the extremes are cleaned up. 
the supplementary poses. or inbe- 
tweens, are taken care of by an “inbe- 
tweener , who is the humblest in the 
long string of artists on the production 
line. But even the inbetweener must 
have better-than-average facility with 
a pencil and possess a good sense of 
action. 

Every inbetween is a complete draw- 
ing. just as finished as the extremes. 
It can be seen by examining the illus- 
trations on this page that these inbe- 
betweens do not represent any import- 
ant phase in the course of the action, 
but simply carry one extreme to the 
next. The extremes are indicated with 


an ‘x’ over the drawing-number. It 
doesn’t make any difference how draw- 
ings are numbered, as long as they are 
in succession and the same number 
isn’t used for two drawings in the 
scene. 

An inbetween drawing is made in the 
following general fashion. Referring to 
the drawings in Fig. 1, it will be noted 
that drawings 7] and 73 are extremes. 
Number 72 is an inbetween. The inbe- 
tweener first places 71 and 73 on the 
pegs of his drawing board in super- 
position, snaps on the light under the 
glass in the board, puts a clean sheet 
of paper on top of the other drawings 
and numbers it 72. He then flips the 
two finished extremes back and forth 
to get an idea of the path of action. 
Unless otherwise indicated, the inbe- 
tween will be at a halfway position be- 
tween each extreme. For example, it 
will be noted that the spots on Bambi’s 
back are visible in drawing 73, where- 
as in 71 they are hidden by the posi- 
tion of his body. Hence, in 72, the in- 
betweener drew the character so that 
the spots are just beginning to come 
into view to the extent of half the 
amount that’s shown in 73. 

The inbetweener must be careful to 
draw everything that’s indicated in the 
cleaned up extremes. If he overlooks a 
wrinkle, a spot or a color indication. 
the lack of such will cause a momen- 
tary flicker on the screen. When a 
drawing reaches the stage of being 
traced onto celluloid, the inker will ink 
only such lines as are on the drawing. 
If something’s missing, if only for a 
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drawing or two, the inker will automat- 
ically leave it out, assuming the clean- 
up-man wanted it that way. 

The inbetweener has the rough inbe- 
tween to guide him in placing his fin- 
ished drawing in the proper relation- 
ship to the extremes. These rough in- 
betweens are done for the first rough 
test of the action. They help the inbe- 
tweener especially when the extremes 
are far apart, and he is obliged to pro- 
vide several consecutive drawings in- 
stead of just one, as in the case of 
drawings 63, 65, 67 and 69 which 
are the inbetweens of the extremes 
numbered 61 and 71. 

Various tricks and time-savers are 
employed in the drawing of cleanups 
and inbetweens. There is the “held 
cell”—used when some portion of a 
character's body is to remain station- 
ary for 16 frames or longer, while the 
rest of the body is in action. Instead of 
re-drawing the motionless portion over 
and over again, it’s drawn just once, 
and placed on a separate cell level. The 
active parts are animated on another 
level and superimposed over the held 
cell, in register. The only possible dis- 
advantage to this method is the fact 
that the held part generally undergoes 
a slight change of color, or “color 
jump”, when suddenly transferred to 
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FIG. 2—THE MULTIPLANE 
animation camera stand, 
designed by Walt Disney 
Studios, made possible the 
remarkable 3-dimensional 
effects in “Bambi" and 
other Disney animated fea- 
ture films. The horizontal 
units take various back- 
ground and action cells 
and each may be posi- 
tioned at various distances 
from the camera mounted 
at top of the multiplane 
unit, 


another cell level, as explained last 
month. Also, holding a held cell for too 
long a period is liable to present a 
“frozen” appearance to the stationary 
part. 

Another drawing-saver is the “trace- 
back”. This is first cousin to the held 
cell, and is used when but a small por- 
tion of a character remains in the 
same size and position for a few 
frames. For example, if a character's 
feet are to remain in one spot for sev- 
eral drawings, while the rest of the 
character moves, the animator will 
animate his action as usual, but will 
fail to draw the feet each time. indicat- 
ing for them to be traced from the 
drawing where they went into their 
held position. The cleanup-man and in- 
betweener will make their drawings 
complete except for the feet, calling for 
a traceback of the feet from the last 
drawing whereon they appeared. 

The traceback is also used to save 
unnecessary drawing in the case of a 
cycle of action such as a walk, where 
the same pattern occurs over and over 
again. Sometimes, in a cycle, the same 
drawings are shot repeatedly for the 
length of the action, but where some 
part of the character undergoes 
changes of position while other parts 
are in a cycle action, the traceback is 


employed. A typical example is a 
scene from one Donald Duck cartoon. 
Donald is marching along on a parade 
ground, meanwhile watching a num- 
ber of airplanes zooming along over- 
head. His feet and body go through a 
cycle of continuous action, but his head 
moves around, watching the planes. 
Here the animator drew a complete 
walk cycle to-animate each foot com- 
pleting a stride. Then, instead of re-an- 
imating these steps for each new stride. 
the animator indicated these original 
drawings were to be used, via trace- 
backs, and in the right order, again 
and again as long as the walking ac- 
tion continued. 

New animation was done for the 
head. which changed position con- 
stantly during the walk, and which 
was registered to the tracebacks. The 
use of held cells, tracebacks and other 
such shortcuts are encouraged in the 
professional studios, because every un- 
necessary drawing is a waste of money. 
time, and effort. 

If there’s a portion of the back- 
ground which a character goes behind 
during the action, the character is 
“registered to the background” during 
the process of cleaning up the draw- 
ings. The exact edge of this part of 
the background is carefully indicated 
by the layout-man, and the cleanup- 
man uses this guide in drawing only 
that portion of the character which is 
supposed to be in sight. Similar guides 
are provided the inker and painter. If 
the part of the background is of such a 
nature as to require complicated regis- 
tering, such as a wire fence, clump of 
bushes, etc.. it can be handled as an 
overlay, and placed on a top cell level. 

When the action calls for a char- 
acter to move outside of the limits of a 
5 or 61% field setup, a panorama or 
“pan” move is indicated. A pan move 
gives the effect of the camera dollying 
along beside a character in action, the 
same as in live-action photography. 
For this the background is drawn on a 
longer sheet of paper according to the 
amount of ground the character must 
cover. The cartoon camera is in more 
or less a fixed position at all times, and 
its movements are limited to the areas 
of the 5 or 614 field. So. when the 
camera can’t move, the background 
must. In the average pan move, the 
character animates in one spot on the 
setup, while the background is moved 
behind him in the opposite direction at 
a fraction of an inch per exposure, de- 
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Importance 


Of Variable 
Shutter 


Adjustable shutter gives 

cinematographer still-camera flexibility 

in exposure control to ‘‘stop’’ fast action or 
to maintain exposure levels under 

variable light conditions 


By JOHN FORBES 


ONLY WITH A VARIABLE shutter is it possible to shoot fast action 
moving across the camera field and get a crisp, blurr-less image, as in 
the picture below. 
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THERE ARE FEW FIELDS of professional motion picture pho- 
tography that do not require, at some time or other, the ad- 
vantages of the variable shutter. There are two principal 
uses for the variable shutter: (1) to make fades or lap-dis- 
solves in the camera, and (2) to alter the exposure time 
interval. 

The conventional motion picture camera shutter of this 
type is a two- or three-segment disc, the segments of which 
can be adjusted to alter the size of the shutter opening. As 
in still photography, the “faster” the shutter speed the bet- 
ter the camera is able to “stop” fast action without the 
blurring that would result in the image where a slower 
shutter speed is used. 

Except for the Kodak 16mm Cine-Special, until recently 
the variable shutter was found only in professional 35mm 
motion picture cameras such as the Mitchell. Today, the 
importance of the variable shutter in both professional and 
non-professional cinematography has been fully recognized 
and we now find an increasing number of 16mm cameras 
offering this feature. Nor has the 8mm movie maker been 
neglected. Bolex, in its Model B-8VS cine camera, features 
a variable disc shutter that enables this camera to do any- 
thing its 16mm contemporaries can do with this feature. 

To describe briefly the functions of the motion picture 
camera shutter, when we expose a frame of film, the film is 
held motionless in the gate of the camera for a fraction of a 
second. Before the next frame can be exposed, the film 
must be advanced in the gate in order to bring an unex- 
posed frame in place for the next exposure. During this 


‘STOPPING HORSE in mid-air was simply a matter of closing down 
the shutter opening for a ‘faster’ shutter speed and opening up the 
lens diaphragm to equalize the exposure. 
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advance of the film, the light coming through the lens must 
be cut off momentarily, and this is effected by the shutter. 
In most 16mm cameras the shutter is of the rotary disc 
type. Part of the disc is cut away to permit the passage of 
light to the film for the exposure. The disc shutter rotates 
continuously as the camera is operated. 

Obviously, the larger the opening of the shutter, the more 
light reaches each frame of film and consequently the 
greater is the period of exposure. But there are some defi- 
nitely limiting factors. Most important of these is the 
mechanical problem of moving the film. During the period 
between the exposure of two successive frames (that is, the 
time period during which the shutter is “closed”). the film 
must be started, moved, then stopped dead. Clearly, if the 
open part of the shutter is large, the film must accelerate, 
move and decelerate very quickly. If the open sector of the 
shutter is smaller, the film can be moved more slowly and, 
accordingly, more gently. But we pay for this less strenuous 
movement by getting less light for the exposure. 

What has all this to do with ordinary camerawork? you 
may ask, remembering, of course, that changing speeds and 
shutter openings are possible only with a few cine cameras. 
Well to explain further, suppose we have an ordinary still 
camera and the established exposure for a given shot is 
{/8 at 1/25 second. If we shorten the exposure time to 
1/50 second, we will have to open up the lens a correspond- 
ing amount—to [/5.6—in order to secure the same ex- 
posure. 

It’s the same in motion picture photography. Suppose we 


VARIABLE SHUTTERS are now incorporated in some of the high-speed 
motion picture cameras used by armed forces to record the performance 
of missiles and aircraft. 
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are using one of the popular cine cameras which has a 
shutter opening of 204° and gives an exposure interval of 
1/27 second at 16 f.p.s. If we shoot a scene with this cam- 
era and find that f{/8 is the right stop to use. the resultant 
exposure will be different from what another photographer 
would secure with a camera having a smaller shutter open- 
ing. Let’s say the other photographer’s camera has a shut- 
ter giving a 1/48 second exposure at 16 f.p.s. If he is to 
match our exposure on the scene, he will have to shoot it at 
£/6.7 (or lens stop nearest this figure, i.e. £/6.5). If we. 
with our 1/27 sec. shutter, are shooting at £/2.5, the other 
filmer will have to open up to f[/1.9 to get comparable re- 
sults; and if we are shooting at {/1.9, the other fellow with 
the faster shutter (giving less exposure per interval) won't 
be able to shoot the scene successfully at all unless he has 
an extremely fast lens, for he would have to use a lens open- 
ing of f/1.1 to match our exposure. 

Another point to consider is that by using the smaller 
lens stop, the scene will have much greater depth of field 
than it would if shot with a camera having a smaller shut- 
ter opening; and this difference would be increasingly 
noticeable as the lens was opened wider or focused on near- 
er objects, as for closeups. 

On the other hand, in the matter of getting clear, blurr- 
less pictures of fast-moving objects, the camera with the 
smaller shutter opening offers a distinct advantage. Fast 
moving objects will be registered on the film in a shorter 
exposure interval. Because they will have less time to move 
during the exposure, less blurr will result. 

Obviously, the solution to the shutter problem for the ad- 
vanced amateur is the adjustable shutter, same as found on 
standard 35mm motion picture cameras, which will per- 
mit adjusting the shutter opening to suit the shot. All pro- 
fessional 35mm cameras used in the studios have variable 
shutters and most of them permit adjusting the shutter 
opening while the camera is running. if necessary. This 
has proven a valuable adjunct in shooting scenes where the 
camera moves in and out of dark areas. or for trick effects 
where speed of a person or an object is to be altered with- 
out stopping the camera. 

The ability to make fades and lap-dissolves in_ itself 
justifies the variable shutter as standard equipment for all 
cine cameras. Next, and much more important. is the con- 
trol of exposure afforded by the variable shutter. Reduc- 
ing the lens opening increases depth of focus. and increas- 
ing the aperture size reduces depth. Such changes between 
closely related scenes are not pleasing; and when light flue- 
tuations, such as a cloud passing over the sun, for example, 
make such changes necessary within a scene, they are 
doubly objectionable. But by controlling the light with the 
shutter instead of the lens diaphragm, such depth of focus 
contrasts can be avoided. 

If. for instance, we are shooting on one of those days. 
say, when small] clouds are obscuring the sun, we can set 
our lens at, say, {/8.3 and the shutter at 90° and get the 
same exposure as though we shot at f/11.3 with the shutter 
opened at 170°. With cameras having a variable shutter.. 
when a cloud suddenly appears to reduce the light falling 
on the scene, the exposure can be kept uniform (in relation 
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Neal 


FILMLINE 


16mm/35mm NEGATIVE AT 100 FT./MIN. 
16mm/35mm POSITIVE AT 


Darkroom 
Unit 
31°°L, 22°° W, 87°" 4 
Daylight 
Unit 
105°'L, 32°°W, 81°" 








Converts 16 or 35mm effortlessly 


Variable processing: times 
48 seconds to 5 minutes 
Speeds: 25’ to 150’/min 


3000’ flanges 


Vapor-lock seals on all chambers 


Two banks of film/cabinet 
6 Gals. solution /cabinet 


Quick-fill valve converts neg. or 
pos. chemicals in 2 minutes 


Separate replenishing & 
recirculation for each cabinet 
with stainiess-steel pump 

S.S. filter, S.S. Gauge 

S.S. Flometer, S.S. Thermometer 


Dual wash film chambers 
Recirculation of filtered wash 


Built-in flush-down system 








COMPLETELY EQUIPPED PROCESSOR 
: TO CONTINUOUSLY DEVELOP 16/35mm NEG/POS.UP TO 


! a FT.PER HOUR! 





THVT 


ical 


ALL STAINLESS STEEL CONSTRUCTION 


150 FT./MIN. * COMPACT + EASILY INSTALLED 


Born of the need for truly efficient CONTROLLED-PROCESSING of heavy film 
production ... within the economies of both space and time...comes this most 
significant advance in automatic film processor design and engineering ... at a 
cost far below any other completely equipped, high-speed processing machine. 
Exclusive FILMLINE design features assure you of 100% professional per- 
formance: 


FILM-FLIGHT...an unerringly dependable film transport mechanism. 


TEMP-GUARD...a precision temperature control system for both heat and re- 
frigeration. 


FLO-JET NOZZLES...a scientific design of spray nozzles that achieves maximum solu- 
tion impingement. 


CUSHNBLO AIR SQUEEGEES ...a new type air squeegee that cushions film surface to 
remove excess solutions. 


TURBO-FLO IMPINGEMENT DRYING...a high velocity, mathematically precise delivery 
of warmed air direct to emulsion, insuring sparkling dry images. 


These Filmline advances are basic achievements vital to your increased operating 
efficiency, improved processing performance and reduced cost economy. 


For Complete 
Specifications or 
Demonstration 
write Dept. JA 59 





FILMLINE CORP. 


DISTRIBUTED BY: CAMERA EQUIPMENT CO., NEW YORK CITY MILFORD, CONNECTICUT 
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FAIRCHILD HS3201 exposure meter. Note high- and low-scale 
buttons on bottom of unit. Ring scale for reading aperture set- 


ting is at right. 








TYPICAL APPLICATION of the Fairchild HS3201 exposure meter for 
reading light value in limited area in which subject of study is centered. 
Camera is Fairchild HS-101 high Speed motion analysis camera. 


Exposure Meter For High-Speed Photography 


Its narrow acceptance angle renders accurate pinpoint readings 


not possible with conventional exposure meters 


M ANY SUBJECTS OF industrial high-speed cinematography 
are so situated as to pose a difficult problem for the 
cameraman in determining exposure for the critical results 
expected. Very often a moving part to be studied by high- 
speed photographic recording will be located within a com- 
plex mechanical setup, making it not only difficult to light 
but to evaluate in terms of the lens stop to be used. 

Operators of high-speed cameras long have indicated a 
need for a “spot” type exposure meter having a narrow 
angle of acceptance that would read the illumination on a 
small area from camera position unaffected by extraneous 
light reflected by the adjacent area outside of camera range. 

Conventional meters, when used at camera position, take 
in much more of a set-up area than is usually photographed 
and therefore “read” the total light reflected from such 
areas with the result that under-exposure can result where 
this condition is not compensated for. 

A new reflectance-type exposure meter designed specifi- 
cally for high speed photography is now being marketed 
by Fairchild Camera and Instrument Corporation, Syosset. 
Long Island. N. Y. Known as the Fairchild HS3201 meter. 
it is designed to accurately measure the amount of light that 
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reaches the camera lens. This is said to be the first ex- 
posure meter in the high speed photography field that uti- 
lizes this principle of measuring reflected light as opposed 
to measuring incident light. 

When using the HS3201, light readings are taken from 
the camera position by sighting the subject area to be 
filmed. The unit is designed to measure the reflected light 
of a-circle area 8 inches in diameter at a distance of ten 
feet. This narrow acceptance angle of 2° makes it easy for 
the high speed photographer to obtain accurate pin-point 
readings and better average readings. This is particularly 
important when the photographer is shooting complicated 
machine set-ups with light surfaces of varying intensity. 
(as illustrated in photo above). 

Another advantage of this telescopic-type meter is the rel- 
ative convenience of taking readings from the camera posi- 
tion. This eliminates holding the meter in dangerous spots 
near whirling machinery. It also eliminates danger of 
scorching hands while holding the meter under high in- 
tensity lights, 

Operation of the HS3201 is simple. The meter is used 
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NOW OFFERING NEW DESIRABLE FEATURES 














WRITE FOR INFORMATION REGARDING OUR NEW RENTAL PURCHASE PLAN 


FOR LABORATORY EQUIPMENT With ADVANCED DESIGN 


ENGINEERING 


KEE P UNICORN tN MIND 


UNICORN 


AUTOMATIC TAPE SPLICER 


Unicorn’s Robot Splicer is the ideal piece of equipment for use in 
splicing film in total darkness prior to its entry into the processing 


machine. 


Assures an extra strong splice which cannot come 


apart during the processing cycle. 


Eliminates all danger of nicks to processing rollers 


caused by staples, clips, or eyelets. 


Pressure sensitive Mylar-base tape wraps completely ~-ound the 
cut edges of film resulting in a film saving butt splice. This guarantees 
minimum waste and safely ties down edges so that they cannot catch 


in the processing machine parts. 


THREE MODELS ARE CURRENTLY AVAILABLE: 


Model A-2835-35mm $2,200.00 
Model A-2816-16mm $2,200.00 
*Model A-2870-70mm $2,700.00 


*Special order 


EACLUSIVE D 


"OL YWOoOCD F 


MAIN OFFICE 956 N SEWARD ST 


HOLLYWOOD (38), 





ACADEMY AWARD WINNING 


PRiwnteé sR yr Oo 8 @ T 


HIGHER SPEED... 
The speed of the light selector orm which rotates the light shutter has been 
increased from 36 to 63 R. P. M. 


STAINLESS STEEL CONTACTS... 


The new stainless steel contacts insure a longer, trouble-free life due to their 
self-cleaning action. 


MOTORS OPERATED ONLY DURING PRINTING... 


The servo-unit drive motors are actuated only during actual film printing and 
cre started and stopped by the tape reader information. This results in reduced 
wear on motors, brakes, and clutches and reduces maintenance costs. 


GREATER ACCURACY... 


Sharper brake action increases the accuracy of the printer point selection. 


LONGER LIFE... 


Smoother engagement of clutches in the servo-units increase the life of the 
motor and the belt. 


NEW ELECTRONIC COMMAND UNIT... 


This circuit is redesigned to avoid any wear and arcing of relay contacts and 
results in lower power transformer temperature. 


NEW SIGNAL LIGHT ARRANGEMENT... 


The lamp in the electronic unit does not light up until the time relays have 
operated indicating that the unit is ready for printing. 


IMPROVED SAFETY CIRCUIT... 


Additional safety features have been incorporated to eliminate misfiring of 
thyratrons controlling the servo-unit, thus assuring correct positioning of the 
light selector arm. 


QUICKLY ADJUSTABLE... 


For added convenience the machine can be quickly adjusted to any of 21 or 31 
settings as well as offering adjustable spacing. 


CORPORATION 


























STRIBUTORS 


ILM COMPAN Y 


CALIFORNIA ° HO 2-3284 


BRANCH OFFICE $24 WEST 43RD ST., NEW YORK ‘19)»), NEW YORK S LO. 3-1546 
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VIEW OF BLIMPED camera from rear. Eyepiece 
of camera's through-the-lens finder system is 
extended at the rear (1). Blimp is of fiberglass 
construction. 





cet i - ) 
VIEW OF UNIT with door of blimp removed to 
show right side of Camerette. Motor that drives 
camera and recorder is shown at (2), the 
16/35mm magnetic recording mechanism at (3), 
and the magnetic film supply and takeup spindles 
at (4). 





VIEW OF OPPOSITE side. Footage counter, an 
integral part of Camerette film magazines, is 
shown at (5). Note that blimp is designed to 
accommodate camera with all three lenses 
mounted on the turret. 
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CAMERETTE DOUBLE-SYSTEM 16/35mm sound camera with mixer-amplifier, battery- 
power, and miscellaneous equipment. Originally designed by British Broadcasting Co. 
for its TV newsreel productions, unit is now in production for distribution in the U. S. 


Camerette Double-System 


16/35mm Sound Camera 


Compact, portable unit provides top quality 


magnetic sound in positive sync with picture 


By JOE HENRY 


WwW THE BRITISH Broadcasting Company wanted a compact, reli- 
able camera and sound recording unit for its growing TV news 
operation, the company designed its own, using a 16/35mm Cam- 
erette as the basic unit. To this was added a mechanically-coupled com- 
bination 16/35mm magnetic film recorder and the whole then encased 
in an attractive, lightweight fibreglass blimp. The result is an efficient 
double-system sound-film unit having all the advantages of lightweight 
and portability of a single-system sound camera. Following the initial 
designing of the unit, it was then turned over to G-B Kalee in England 
for production. In all, thirteen of the new Camerette magnetic sound-on- 
film 16/35mm motion picture cameras have been fabricated for and put 
into operation by BBC. 

There’s an interesting sidelight on what motivated BBC to design the 
outfit in the first place. In England, they’re very fussy about authen- 
ticity of sound for newsreel pictures, especially dialogue. There’s never 
any dubbing-in of spurious applause or laugh tracks, or of spe- 
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| irs REALLY CREATIVE part of making motion pictures lies 
in the editing—rearranging scenes and sequences to pro- 
duce an interesting screen result. It’s a phase of film mak- 
ing that calls for more than skill and knowhow; it also re- 
quires the right tools and good organization of procedure so 
that editing always remains a creative, inspirational thing 
instead of a chore. 

Actually it is quite easy to organize the editing of your 
films in such a way that the cutting becomes no chore at all. 
There is a mechanical or formula routine which is fol- 
lowed by professional cutters and which 16mm film mak- 
ers can adapt very profitably to their own use. 

The first step is to arrange the various rolls of film in 
the same order as shot and give each a consecutive num- 
ber. Then project each roll or run through a viewer. If 
scenes were not “slated” during shooting, an identifying 
number should then be scratched on the emulsion side of 
the first frame of each scene. Badly-exposed or discard 
scenes should be marked with a grease pencil so they can 
easily be culled out later. 

As the various rolls of film are thus previewed, another 
descriptive list should be made of the scenes in chronologi- 
cal order, using the identifying numbers, and giving a brief 
resume of the camera angle of and the action in each shot. 
For example, the designation of one random scene might 
read: Scene 28 - LS - Jack in motorboat, pulling away from 
shore toward camera. If you recall the action of your foot- 
age. brief descriptions such as this will serve to clearly 
establish the scenes when you start to assemble them later. 

When all scenes on all of the rolls have been catalogued 
in this manner, you are ready to start “breaking them 
down.” This consists of cutting the scenes apart and culling 
out those which have been marked for discard. The good 
scenes should be carefully rolled up, taking special pains 
to avoid scratching or other damage. Each scene thus rolled 
should be secured with a rubber band, and a slip of paper 
on which is marked the number of the scene inserted under 
the band for instant identification. Many non-professional 
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READY TO EDIT 
YOUR FILM? 


Good editing depends as much upon the footage 


you leave out as what you leave in the final cut 


film editors build or purchase pigeon-hole boards divided 
into 50 or 100 separate shallow compartments, each of 
which bears a painted number. The rolled-up strips of film 
are then placed in the compartment corresponding with 
their respective scene numbers. 

The next step is the process known as “cutting on paper.” 
It is here that the descriptive scene lists made in breaking 
down the film really come in handy, Using these lists, 
arrange and rearrange the scenes in various orders until a 
pattern of continuity is formed which you feel will have the 
desired screen effect. Many editors find it handy to make 
out these lists using a separate 3 x 5 card for each scene, 
so they can be shuffled about with greater ease. 

In “paper” cutting, you are concerned not only with ar- 
ranging scenes in their logical sqeuence according to con- 
tinuity of action, but also in getting as much variety and 
pace into the editing as possible. Each sequence should be 


Continued on Page 58 





ADEQUATE TOOLS and a well-organized editing table make a simple task of 
film editing, A novel innovation in above arrangement is installation of the 


splicer in drawer, thus reducing clutter of equipment on top of table. 
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TO THE SOUND PUZZLE: 
an integrated system by Magnasyne 


No need to puzzle out that new sound 
system all alone. We have the engineers 
and the experience to assist you to 
custom-tailor a high-performance system. 
Fox a sound solution to any 
sound problem, call Magnasync. 
dealers: 
CHICAGO, Zenith Cinema Service, Inc.; LOS ANGELES, Birns & 
Sawyer Cine Equipment; NEW YORK, Camera Equipment Co.; 
SAN FRANCISCO, Brooks Camera Co.; BELGIUM, Brussels, 8.0.B.A.¢ 
S.A. (Societe Belge D’Applications Cinematographiques) ; 
CANADA, Toronto, Ontario, Alex L. Clark, Ltd.; DENMARK, 
Copenhagen, Kinovox Electric Corp.; ENGLAND, London, W-1!, 
DeLane Lea Processes, Ltd.; HONGKONG, Supreme Trading Co.; 
INDIA, Bombay, Kine Engineers; ITALY, Rome, Reportfilm S.R.L.; 
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THE NEW BOLEX 16mm Anamorphic lens provides a pleasing picture of 2-to-1 proportions, 
which is similar to the wide field which we see with our eyes. 


WIDE SCREEIN IN §&£ 


Anamorphic wide-screen photography can add excitement and extra 


entertainment value to any 16mm motion picture subject 


By ERNST WILDI 





SPARKLING, sharp closeups such cs this are easily accomplished in 16mm with an Anamorphic 
lens coupled with the standard 1” lens. 
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WwW" WIDE-SCREEN photography has done to give an excit- 
ing “new look” to theatrical motion pictures, it can do 
also for 16mm films—commercial, industrial, medical, travel, 
lecture and amateur. 

As yet, a paltry few 16mm filmers have explored the real 
possibilities inherent in the anamorphic lens. Even though ex- 
cellent lenses of this type long have been available both for 
photography and projection of 16mm motion pictures, the reluc- 
tance of 16mm film makers to go to CinemaScope-type photog- 
raphy appears based on a number of misconceptions. Loss of 
picture brightness and sharpness, difficulties in filming, and the 
possibility that a profitable market for such films might not de- 
velop are just a few. None of these are valid today, anymore 
than they are for 35mm CinemaScope. 

Overcoming such misconceptions was a primary considera- 
tion when Bolex anamorphic lenses were being designed for 
l6mm cameras and projectors. Long before the lenses were 
placed on the market, a demonstration film was made with the 
first of the new lenses that proved most convincingly that 
anamorphic wide-screen photography can add excitement and 
entertainment value to any 16mm motion picture subject. The 
favorable reaction of audiences to this film has demonstrated 
the same enthusiasm for wide-screen 16mm pictures that fol- 
lowed the introduction of wide-screen 35mm feature films. 


T SID REIN 


In most systems of “squeezed-image” cinematography. the 
anamorphic lens is a separate or auxiliary lens that is mounted 
in front of the regular camera lens (or the projector lens). It 
consists of cylindrical elements which do not change the verti- 
cal aspect of the camera lens, but enlarge the horizontal angle of 
view. If we consider the regular camera lens and the ana- 
morphic lens working together, we have a composite lens unit 
with the basic focal length in the vertical axis and a shorter 
focal length in the horizontal plane, thereby increasing the ac- 
ceptance angle. 

The Bolex Anamorphic lenses are made by the optical works 
of Moeller in West Germany, a firm that for years has special- 
ized in cylindrical optics. It was the first European firm to build 
anamorphic lenses for CinemaScope projectien. Today, almost 
every European motion picture theatre is equipped with Moel- 
ler anamorphots. 

The Bolex Anamorphic lenses for 16mm cameras are de- 
signed as taking lenses, a fact to be emphasized. because it is 
well known that there is a great difference design-wise between 
anamorphic camera and projection lenses. Anamorphic camera 
lenses must have much higher resolving power to provide best 
possible picture sharpness on the film. Projection anamorphots. 
on the other hand, can be of relatively simple design and they 
rarely provide satisfactory results when used for photography. 
Our anamorphic lens tests were made using Kern-Paillard Swi- 
tar camera lenses, which today are considered among the 


UNIQUE swing-out bracket for the Bolex M-8 
8mm projector makes possible instant switching 
from regular to wide-screen projection. Arrows 
at “A" point to Anamorphic lens and bracket 
swung away for conventional projection, 











THE BOLEX 16mm Anamorphic lens mounted on 
the Bolex H-16 camera. Note corresponding mask 
mounted on front of finder. 





THERE'S A WIDE-SCREEN lens for the Bolex 8mm 
camera, too. The simple mounting bracket permits 
the Anamorphic to be moved forward for access 
to the focusing and diaphragm controls of the 
camera lens. 
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sharpest and best corrected 16mm cam- 
era lenses available. The Bolex Ana- 
morphic lenses are considered of com- 
parable quality, producing wide-screen 
photography that is sharp from corner 
to corner. 

The Bolex Anamorphic lens for pho- 
tography is not mounted directly on 
the front of the camera lens but on a 
separate bracket (see photo) which al- 
lows it to be moved forward or back- 
ward on two supporting studs. This 
permits the basic camera lens to be fo- 
cused and its diaphragm set without 
hinderance or removal of the Anamor- 
phic lens. While the supporting brack- 
ets mentioned above are made only for 
Bolex H cameras, the Bolex Anamor- 
phic lens can be used with other 16mm 
cameras, supported on brackets made 
especially for the respective camera 
a simple job for any home workshop 
mechanic. 

In actual practice, both the basic 
camera lens and the Bolex Anamor- 
phic lens are focused individually, and 
since no loss of light is involved by the 
addition of the latter, diaphragm of the 
camera lens is always set as when film- 
ing without the Anamorphic, and ac- 
cording to the prevailing light. 

It is recommended that the Anamor- 
phic lens be used only with basic cam- 
era lenses of the highest quality, be- 
cause any lack of sharpness inherent 
in the latter—especially at the sides or 
corners—will be spread in wide-screen 
photography over a larger area on the 
screen, 

The versatility afforded by camera 
lenses of different focal lengths is 
neither lost nor diminished by the ad- 
dition of the Bolex Anamorphic lens, 
which has produced excellent results 
when mounted before such basic lenses 
as the Switar 16mm f/1.8 wide-angle, 
the various 25mm standard lenses in- 
cluding the extremely fast Cinor 1” 
£/0.95, the Switar 50mm [/1.4, and the 
Tele-Cinor 75mm f/2.5. 

Sixteen millimeter cameras having a 





reflex or through-the-lens finder are 
ideal for wide-screen photography, af- 
fording as they do a view of the scene 
exactly as covered by the Anamorphic- 
camera-lens combination. The Octame- 
ter or Preview Finder of Bolex H cam- 
eras permits viewing and composing 
scenes for wide-screen photography 
with the addition of a mask on front of 
the finder, as illustrated at the top of 
page 49. The mask alters the picture 
ratio to correspond to the 2-to-1 ratio 
of the Bolex Anamorphic lens and reg- 
ular camera lens, used in combination. 
When a wide-angle lens is to be used 
with the Anamorphic, then other means 
must be employed to view the scene in 
its proper wide-screen proportion. 
Where a Bolex H-16 Reflex camera is 
used, the wide-screen ratio can be ob- 
served on the groundglass of the reflex 
system. 

One —s misconception encountered 
among 16mm photographers is that 
anamorphic wide-screen photography 
is best-suited to distant scenes, pano- 
ramic views, etc. This is no more true 
than it is for conventional 16mm pho- 
tography. Some of the most interesting 
scenes in our demonstration wide- 
screen film were closeups of areas only 
a fe-- inches in width. The icicle scene 
on page 48 is a typical example of the 
quality of a closeup filmed with an ana- 
morphic lens. 

The Bolex Anamorphic lens focuses 
down to 314 feet. The figures below 
show the picture areas covered at this 
distance when the Anamorphic is used 
with three different lenses: 


Lens 4rea Covered 
25mm 1114” x 23” 
50mm 5144” x 11” 
75mm 34,” x 614” 


The expansion factor of the Bolex 
Anamorphic lenses is 1.5-X resulting in 
a 2-to-l picture (aspect) ratio com- 
pared with the standard motion pic- 
ture ratio of 1.33-to-1. The 2-to-1 ratio 
was chosen rather than the Cinema- 
Scope 2.66-to-1 ratio for a number of 














Pp R @] F ig S S | O N A L 

@ FADES —_ . 

® Wipes specialized titles OPTICAL EFFECTS 
mm 

@ MATTES A ME CE 

= R Y R HK ~ co. CinemaScope 

@ DISSOLVES ESTABLISHED 928 B&W or Color 

@ SUPERIMPOSURES 

@ TRICK PHOTOGRAPHY 

@ ANIMATION Send for Free Special Effects Chart. 


4241 NORMAL AVE., HOLLYWOOD 29, CALIF. @ NOrmandy 3-9331 








AMERICAN CINEMATOGRAPHER 








reasons —- one of which is increased 
brightness in the projected image. The 
laws of light tell us that the brightness 
of a projected image is directly related 
to the size of the projected picture. 
Scenes projected in CinemaScope, for 
example, are twice as wide and would 
appear only half as bright as compara- 
ble scenes filmed in the standard 3 by 
| ratio were it not that extremely pow- 
erful illumination is employed in the 
projectors to obtain the standard in 
brightness level. 

Thus. we see an advantage in the 
2-to-l1 aspect ratio of the Bolex Ana- 
morphic lens: the diminished light is 
much less with the result that wide- 
screen pictures in l6mm can be pro- 
jected with most of today’s improved 
high-intensity 16mm _ projectors. 

Convenience in projection was an- 
other reason that the 2-to-]1 ratio was 
chosen rather than 2.65-to-l1. Wide- 
screen films should be projected so 
that the height of the screen image is 
the same as it would be for the stand- 
ard aspect ratio of 3-to-4. There is no 
point in shooting a 16mm picture in 
the wide-screen format and then pro- 
jecting it on the conventional screen. 
for the result will be a smaller and less- 
effective presentation—and the whole 
purpose and all the benefits of wide 
screen are lost. 

If the correct screen size is based on 
picture height. as stated above. 16mm 
wide-screen pictures having an aspect 
ratio of 2-to-l should be projected to 
at least 414-ft. by 9-ft. in size. This 
means that the projection screen must 


be 9 feet or more in width. The screen 
curvature, which is usually required 
for the larger CinemaScope film pre- 
sentations, is not necessary to projec- 
tion of 16mm wide-screen films photo- 
graphed and projected with the Bolex 
Anamorphic lenses. 

The one Bolex Anamorphic for pro- 
jection purposes can be used with pro- 
jection lenses of various focal lengths. 
providing the diameter of the front lens 
of the latter does not exceed the diam- 
eter of the rear lens element of the 
Anamorphic. Brackets for mounting 
the Bolex Anamorphic projection lens 
on most of the popular makes of pro- 
jectors are available through most deal- 
ers handling the lens. Paillard provides 
a custom-made bracket for the lens 
where it is to be used on Bolex pro- 
jectors. (See photo bottom of page 
19.) 

Considerable credit is due the mak- 
ers of Bolex equipment for recognizing 
the possibilities anamorphics hold for 
sub-standard films and for having the 
courage to place on the market efficient 
lenses for wide-screen photography and 
projection. These are not mere gadgets 
for amateur movies, although amateur 
film makers will find in them new 
means for creative expression. But it 
is in the many professional and semi- 
professional fields of film making that 
we are about to see more and more 
“wide screen in sixteen.” 

Nor has the 8mm cine enthusiast 
been overlooked. Similar Bolex Ana- 
morphic lenses are also available for 
8mm cameras and projectors. . 





CAMERETTE DOUBLE-SYSTEM SOUND CAMERA 
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cially recorded dialogue to replace the 
original. Newsfilm sound tracks must 
carry the original, authentic sound as 
it occurred at the time the films were 
photographed. 

Obviously. this required BBC’s news- 
reel men to cover news events as oc- 
curately with the microphone as with 
the camera. Also, it meant a need for 
the most compact and portable equip- 
ment possible for recording sound and 
pictures. The Camerette double-system 
sound camera is the result. 

The magnetic sound recording unit 
is mounted on the right side of the 
Camerette. and is driven by the same 
motor that drives the camera. With 
this mechanical coupling of recorder 
and camera, the sound is always in 
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syne. A synchronized identification sys- 
tem puts a short pulse tone on the 
sound track and a mark on the picture 
film simultaneously, thus enabling the 
picture film and sound film to be read- 
ily matched later by the film editor. As 
with single-system sound cameras, both 
mechanical units—the camera and the 
recorder — are combined within the 
sound-proof blimp. All power neces- 
sary for driving the camera-recorder 
motor and for the amplifier are sup- 
plied by a 24-volt battery. The 24-volt 
motor is further controlled by a gov- 
ernor, affording exceptionally good 
speed stability. 

The only modification necessary to 
the Camerette was extending the eye- 
piece of the through-the-lens finder to 
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the rear and out through the blimp. 
affording the same viewing-while-shoot- 
ing convenience with the blimped cam- 
era that is a basic outstanding feature 
of the Camerette. 

The blimp was designed to accom- 
modate also the regular Camerette 
16/35mm film magazines which take 
up to 400 feet of either 16mm or 35mm 
film. 

For sound recording. either l6mm 
or 35mm sprocketed magnetic-coated 
film is used. A feature is the fact sound 
may be recorded at two different 
speeds—36 feet per minute or 90 feet 
per minute while the picture film 
travels in the camera at the conven- 
tional rate of 24 f.p.s. or 90-ft. a min- 
ute. Thus it is possible to shoot pic- 
tures on 35mm film and record the 
sound for same on 16mm traveling at 
the slower speed of 36 feet per min- 
ute. In this way, but one 400-ft. roll of 
16mm magnetic film stock is required 
to record the sound for almost three 
100-ft. rolls of picture negative. The 
speed of both the picture and sound 
films can be altered at any time and 
independently of each other by the 
flick of a switch. 

Engineers have commented that the 
sound quality obtained with the Cam- 
erette 16/35mm sound camera is com- 
parable to major studio film record- 
ings. and that the camera might read- 
ily be used for feature film production 
except that on the sound stage there is 
no need for the sound recording and 
photographic units to be integrated. 

On the mixer, two microphone input 
channels are provided, each with its 
own input amplifier, gain control, and 
high and low frequency controls. Out- 
puts from both input amplifiers are 
mixed and fed through a volume con- 
trol to the recording amplifier. Total 
R.M.S. flutter is only about 0.15% 
on 35mm and about 0.2% on 16mm. 
The recorder, incidentally, can be op- 
erated independently for making non- 
synchronized sound tracks. 

A separate playback amplifier is pro- 
vided with a selector switch enabling 
the operator, using headphones, to 
monitor either the direct signal or 
playback. The recorder is equipped 
with a high-speed peak volume indi- 
cator, built-in tone generator for test- 
nig, and provision for circuit metering. 

A microphone mounted in the ampli- 
fier panel provides communication 
with the cameraman by the mixer and 
for recording verbal sound track iden- 


tification. 


AMERICAN CINEMATOGRAPHER 





Besides the convenience and porta- 
bility offered by this new Camerette 
sound-film unit, it requires only a mini- 
mum of manpower—a camera operator 
and a sound man. Ii is ideally suited 
to newsreel and documentary film pro- 
ductions, for remote TV program pro- 
ductions such as the Ed Murrow Show 
or the special film segments photo- 
graphed for the Ed Sullivan Show. The 
whole unit, blimped camera and re- 
corder, is a compact 100 pounds in 
weight, with overall dimensions of 24” 
x 15” x 17”. Distribution is by Hous- 
ton-Fearless Corporation, 11805 West 
Olympic Blvd.. Los Angeles, Calif. ® 





SOUND RECORDING 
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sential if a man is to become a top- 
notch recording engineer. 

Of the factors mentioned above, per- 
haps no other single item demands of 
the film maker undertaking sound re- 
cording such careful selection and 
evaluation as the microphone that is to 
be used with his recorder. There are a 
great many makes and types of micro- 
phones on the market and the one for 
you is the one best suited to the type 
of work it is t do. Your task is to find 
the one that will best do the job. 

In general, you get what you pay 
for, as in everything else. However. 
there’s a limit to this—a point of 
diminishing return. There’s such a 
thing as getting a microphone too good 
for the job it’s intended to do. To be 
specific, some of the finer microphones 
have extended frequency ranges up to 
15.000, 17.000 or 18,000 cycles. You 
don’t need that. While it may be nice 
to have the range, it isn't necessary 
for film work. The microphone that 
goes to 12,000 or 13,000 cycles is quite 
acceptable. Another point: the higher 
range can be a disadvantage when re- 
cording some types of sound material 
where the material has an extremely 
high frequency response, very rich in 
harmonics. In such case, the high 
frequency microphone is more difficult 
to control than one having a less ex- 
tended range. 

Following are some basic features es- 
sential to making proper choice of a 
microphone for magnetic recording: 

Directional Characteristic: For most 
film recording work, it’s advisable to 
use a directional microphone—one that 
records from one direction, or records 
in greater volume from one direction. 
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The sound isn’t completely blocked out 
on the other sides but the volume is 
considerably reduced. The ratio of vol- 
ume between the side that records and 
the reverse side is called Front and 
Back Ratio. and it may be as much as 
20 or 25 decibels. 

The obvious advantage of the direc- 
tional microphone is the blocking out 
of unwanted or undersirable noises 
that are in the same vicinity with the 
sound that is to be recorded. For in- 
stance, where a room may be noisy at 
one end, the directional mike would be 
set with the dead side toward the noisy 
end of the room, and the live side to- 
wards the sound we want to record. 
The same thing would apply on loca- 
tion. If you were working around a 
busy highway, you may not mind the 
noise of the trucks going by—in fact, 
you might want this noise for back- 
ground, But, you don’t want the truck 
noises so loud that they interfere with 
or drown out the voices you may be 
recording. So, you set the mike with 
the dead side toward the trucks on the 
highway, and the live side toward the 
voice you plan to record. 

In some locations a directional mike 
is absolutely essential. In a noisy ma- 
chine shop or manufacturing plant it’s 
almost impossible to pick up voices or 
specific sound effects because the total 
noise level is so high. But, with the di- 
rectional mike you can blank out or 
reduce the unwanted sounds. 

Some directional mikes have a small 
switch mounted on the side which 
makes it possible to change the micro- 
phone from directional to non-direc- 
tional. or omni-directional. On oc- 
casion you will want the omni-direc- 
tional microphone. As an example, if 
you want to pick up the voices of a 
number of persons grouped in a circle, 
you can hang the omni-directional 
microphone above them and pick up 
all voices equally. The directional 
mike. if placed on its side, above the 
group, with the live side pointed down, 
can be used for the same purpose. 

Pre-Amplification: The pre-amplifi- 
cation of sound at or near the micro- 
phone is also desirable. The output 
level or energy coming out of any 
microphone is extremely low. So it has 
to be amplified electrically in order to 
boost this energy enough to get sufh- 
cient volume to work with. The reason 
for pre-amplification is to bring up the 
volume at the microphone so that it’s 
easy to handle electronically. 

Sometimes pre-amplifiers are built 
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into the main amplifier of a recording 
channel. In many modern microphones 
a pre-amplifier either is built into the 
microphone itself or comes in a small 
compact carrying case that works in 
close proximity to the microphone. 

There’s a practical advantage in 
having the amplifier built into the 
microphone in that the sound is imme- 
diately amplified in volume so that the 
microphone cable that leads from the 
microphone to the recording machine 
can be handled with greater freedom. 
With a strong signal going thru the 
cable. the recorded sound will over- 
ride any other induced current that 
might come from electrical wires run- 
ning to the lamps. from AC cords, and 
so forth. Without this amplification, in- 
duced hum and other electrical dis- 
turbances might get into a signal run- 
ning through the microphone cable. 
The louder the signal leaving the mi- 
crophone, the greater chance it has to 
force its way through other electrical 
“obstructions.” 

Another advantage of having a built- 
in pre-amplifier is that it makes possi- 
ble the use of a longer microphone 
cable. If the sound level has been built 


up in the pre-amplifier near the micro- 
phone, the signal will be strong enough 
to be pushed through a longer cable. 
And, under some recording conditions 
it’s necessary to use longer cables. 

There's still another value to having 
a high-output mike system. When it’s 
fed into the recorder, the greater vol- 
ume coming through makes it possible 
to back up the volume control in 
other words. “use less gain.” And, the 
less gain you use, the lower the level of 
any other noises going into the record. 
er, including those created within the 
recorder itself. This is described as fine 
signal-to-noise ratio. Sometimes, utiliz- 
ing the pre-amplifier volume from the 
microphone will make it possible to 
record acceptable sound on a recorder 
with a poor signal-to-noise ratio, be- 
cause the volume coming in will over- 
ride the results of the poor input ar- 
rangement. 

Some microphones have compara- 
tively high outputs, without pre-ampli- 
fiers. However, most of these micro- 
phones have something less than per- 
fect frequency response—a subject we 
shall go into in detail next month. §&® 
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to preceding shots) by simply opening 
the shutter to a wider aperture. If the 
clouded light would be a normal [/8.3. 
all we need to do is open the shutter to 
170° and we get the effect of increas- 
ing the exposure to the proper value 
without changing the depth of field in 
our picture. 
The same procedure may be followed 
in panoraming and in making moving 
camera (follow) shots. Suppose we are 
following a person with the camera. 
walking from bright sunlight into 
heavy shade. Let’s say there is a good 
three-stops difference in the exposures 
between the lightest and darkest areas 
of the scene. We can begin the sunlit 
end of the shot with the camera lens 
open three stops wider than normal 
say £/5.6—and the shutter closed down 
to about 50°. As our subject moves in- 
to the shade, the shutter is opened up 
to 170°. Throughout the shot. both ex- 
posure and quality of picture will be 
uniform. for we offset the changing 
light by increasing exposure time from 
1/115 to 1 34 second. The same ex- 


pedient can also prove useful in super- 
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speed “slow-motion” shots. as well as in 
making undercranked fast-action 
scenes. 

Finally, the controllable (variable) 
shutter will prove its worth in scenes 
of fast moving action. By reducing size 
of the shutter aperture, exposure time 
is cut, resulting in crisp, blurrless pic- 
tures. 

When shooting fast action, especially 
where objects travel directly across the 
camera field and are being photograph- 
ed by a static camera, reducing the 
opening of the variable shutter blades 
automatically increases the shutter 
speed and there is less time, because of 
the shortened exposure interval, for the 
subject to move and blurr individual 
frames of film. The result is sharper de- 
tail and brilliant “stop-action” shots. 

Depth-of-field control is still another 
important advantage of the variable 
shutter. For example, to reduce sharp- 
ness of an objectionable background in 
a scene while at the same time keeping 
the foreground images sharp usually 
requires opening up the lens dia- 
phragm. Obviously, this means admit- 
ting more light to the film. To com- 
pensate, the shutter opening is decreas- 
ed so that the desired background re- 





sult is achieved without altering the ex- 


posure norm for the scene. 

Altering the variable shutter opening 
changes the amount of light reaching 
the film and therefore changes the ex- 
posure. In order to obtain the same ex- 
posure while increasing the shutter 
speed, the lens stop is increased, The 
result is reversed when the shutter 
speed is decreased. 

Owners of Bolex H-16 cameras now 
may have a variable shutter installed 
in their cameras at nominal cost by 
Tullio Pellegrini. of San Francisco. 
Calif. By adjusting a lever which is 
installed on one side of the camera, the 
following range of shutter speeds may 
he obtained. 


SHUTTER 

SETTING OPEN 34 2 Va 
8 frames per sec. 1/18 Sec. 1/26 1/35 1/70 
16 7 7 * 1% ” «1S 1/70 1/140 
24 1/53 " 1/70 1/105 1/210 
32 1/70 * 1/105 1/140 1/280 
64 1/140 " 1/210 1/280 1/560 


Professional 35mm motion picture 
cameras. such as those used in the 
studios. for newsreel and television film 
production have variable shutters. The 
general mechanical structure of a typi- 
cal motion picture camera shutter is a 
dise—that is, it is a portion of a dise 
which rotates behind the lens and be- 
fore the film in the camera. It is syn- 
chronized with the camera movement 
so that it is closed during the interval 
the film is being advanced and made 
ready for the next exposure. This sub- 
sequent exposure takes place when the 
shutter continues to revolve, so that its 
open portion exposes light to the film 
as it comes through the lens. and for 
the interval permitted by the size of 
the “open portion” of the shutter, 

The Mitchell 16mm _ professional 
camera—little brother of the big NC 
and BNC Mitchells used on studio 
sound stages—is equipped with varia- 
ble shutter. Early models had a two- 
blade shutter built into the camera box. 
Later models have a three-blade dis- 
solving shutter, A shutter adjusting 
(hand dissolve) lever at the rear of 
the camera is used for effecting dis- 
solves manually. or it can be set at 
fixed shutter openings in increments of 
10 degrees. The lever moves across a 
calibrated scale which indicates the de- 
gree of shutter opening. The scale is 
calibrated from zero to 175 the 
maximum shutter opening on the ear- 
lier “16° models—and to 235° on the 
later model. 


The dissolve handle has a positive 
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pin lock so that the shutter setting will 
not change while the camera is being 
operated, The shutter is synchronized 
with the movement so that when its 
open segment is in front of the aper- 
ture the film will be at rest. with the 
registration pins engaged. The film is 
subsequently advanced while the 
opaque or closed section of the shutter 
covers the aperture. 

As may be seen, except for the fea- 
ture which enables fades to be auto- 
matically made in the camera, the basic 
function and results of the variable 
shutter is the same in the cine camera 
as in professional 16mm and 35mm 
cameras. The cine camera owner with 
a variable shutter camera therefore has 
in his hands essentially the same tool 
as the professional. If he fully under- 
stands the scope and the possibilities 
inherent in the variable shutter, he is 
capable of greatly extending the useful- 
ness of his camera and the range of his 
photographic accomplishments. 





EXPOSURE METER 
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like a telescope. The photographer 
sights through the eyepiece, aiming a 
black dot in the field (actually the 
back of a tiny light sensor) at the sub- 
ject to be filmed. Pressing either the 
high or low buttons on the underside 
of the meter shows a dial reading in 
the field. 

Setting the dial reading obtained 
from the meter on the ring scale op- 
posite the film speed will position the 
ring scale to give correct aperture set- 
ting for any picture-taking rate. The 
HS3201 is calibrated for the exposure 
constant of Fairchild Motion Analysis 
Cameras. 

The light value range is 0 to 25.000 
foot candles on the low scale and 0 to 
500,000 foot candles on the high scale. 
The picture taking rate scale is cali- 
brated in 100, 200, 300, 400, 500. 1M. 
2M, 3M, 4M, 5M, 10M, 15M and 20M 
frames per second while the values on 
the aperture scale are calibrated for the 
following f/ stops: 1.0, 1.4, 2.0, 2.8. 
1.0, 5.6, 8.0, 11, 16 and 22. 

The unit comes with a strap attached 
which allows the photographer to con- 
veniently carry it suspended from his 
neck, Easily held in one hand, the 
HS3201 is 8 inches long, 314 inches 
deep and 214 inches wide. 

The HS3201 meter, which is priced 
at $179.50. completes the Fairchild 
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package of high speed motion analysis 
photographic equipment. Other units 
include high speed motion analysis 
cameras and the “Mini-Rapid” 16mm 
and 35mm film processors which were 
described in American Cinematogra- 
pher for December, 1957, (page 


799). 





FILMING COURTROOM DRAMAS 
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To photograph the show requires a 
technical staff consisting of director of 
photography, 3 operative cameramen, 
| assistants, gaffer, best boy, 3 electri- 
cians, head grip, dolly operator, prop 
man, make-xp man, sound mixer, 
sound recorder, and mike boom opera- 
tor. 

All camera movement and zooming 
action is controlled through intercom 
by Director Sandy Spillman assisted by 
Film Editor Tholen Gladden. Basic 
moves are worked out for coverage and 
continuity by Gladden before filming 
begins. Frequently much of the camera 
movement is ad-libbed as the show pro- 
gresses, After the first few shows, the 
camera crew became so adept at mov- 
ing the camera and zooming the lens 
that they soon developed into a finely- 
coordinated team. Grips and camera- 
men now anticipate moves by studying 
the action as the show progresses so 
that filming it becomes a completely in- 
tegrated work in which everyone, crew 
and actors alike, move into the right 
place at the right time without need for 
rehearsals or run-throughs of any kind. 

Retakes for “Night Court” are almost 
nonexistent. Should an actor stray too 
far from the script at any time, the 
cameras are kept rolling and he is told 
by the director to go back and pick up 
the scene from the point w here he got 
off the track. The extraneous footage. 
of course, is deleted in editing. But this 
rarely happens, and it is of little conse- 
quence when it does occur because of 
the little time and film involved. Ability 
to pick up the scene from any one of 
the three cameras permits Film Editor 
Gladden to avoid jumps or bad action 
matches. 

Should the cameras run out of film 
in the middle of a scene, it is a simple 
matter to cover by overlapping dia- 
logue a few lines. Only five retakes 
have had to be made in the fifty-six 
shows recently filmed, and two were re- 
quired because of lab errors. 

While camera set-ups do not change 





between shows, actual movements vary 
a great deal. No two shows are filmed 
exactly alike. Camera movement is 
planned to fit the particular sequence 
being filmed. This results in a flexible, 
free-flowing technique that preserves 
the spontaneity of the action. 

“We strive for reality,” explains Di- 
rector of Photography Whitley, “by 
using a documentary style devoid of 
theatrical tricks. Our set walls. for in- 
stance, are not ‘goboed’ off at the top, 
as they would be in a theatrical motion 
picture. Instead, they are illuminated 
all the way up as they would appear 
in a real courtroom. Lighting, camera 
angles and camera movement all con- 
tribute to the spontaneous, sometimes 
hesitant, action of the person on trial. 
Cameras | and 2 are at the far end of 
their track, and the zoom lens is at its 
widest position, at the beginning of a 
sequence so that the courtroom can be 
re-established and the defendant 
brought to the bench in a wide-angle 
sweeping motion. As the case pro- 
gresses the cameras move in, and the 
zoom lens is adjusted to telephoto posi- 
tion for a more intimate view of the 
proceedings.” 

At first glance the filming technique 
employed—three cameras shooting si- 
multaneously — seems quite familiar, 
since it is similar to live television 
practice and has been utilized in filmed 
TV shows since the earliest experimen- 
tal days. But on closer inspection the 
similarity ends because “Night Court” 
is not only dependent on its excellent 
technical execution but its spontaneous 
“live” quality which has never before 
been captured so realistically on film. 

The many courtroom dramas now 
being offered the television viewer all 
strive for a realistic “you are there” 
quality, but few succeed in having their 
actors accepted as real people living a 
real-life drama. “Night Court” captures 
this feeling of actuality through its 
deft camera handling, perfect casting. 





TECHNICAL DATA 
“NIGHT COURT" 


Sandy Howard 
Sandy Spillman 


Created by 
Producer-Director 
Director of Photography 
William F, Whitley, ASC 
Camera Operators: Jud Curtis, Joe Jack- 
man, and Benny Wesler 


Production Supervisor Jesse Corallo 


CAST 
Judaqe Jay Jostyn 
Public Defender Barney Biro 
Court Clerk Phil Tully 
Bailiff Ed Faulkner 


Photographed with Mitchell BNC cameras. 
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no rehearsals and wonderful action, by 


unknowns for the most part, who. since 
they are unfamiliar, are readily accept- 
able as real people. It is the unique 


combination of documentary quality 
and technical polish that contributes so 
perfectly toward creating this excellent 
courtroom drama. 

“Night Court” was created by Sandy 
Howard, is produced and directed by 
Sandy Spillman and features Jay 
Jostyn as the judge. Barney Biro, as 
public defender, Phil Tully as court 
clerk and Ed Faulkner as bailiff round 
out the cast of regulars. The defendants 
brought before Judge Jostyn are mostly 
unknowns. 

Almost four hundred actors and 
actresses (seventy-eight shows averag- 
ing five defendants per show) have 
appeared before the cameras in the 
present series. With a few exceptions 
they are newcomers to the screen. 
Their television debut amounts to a 
screen test before forty million view- 
ers! It is their big chance and they 
are given every opportunity to play 
their parts in their own way. They are 
not held to the exact dialogue in the 
script, although they are given certain 
key words and phrases to use. Their 
interpretation of the defendant on trial 
from dog poisoning to swimming in 
the park pond is strictly their own. 

Often a promising actor applies for 
a part where no role is available to fit 
his particular type. Here the writers 
often get together and in ten to twenty 
minutes come up with a case to fit the 
person’s peculiar talent or personality. 
This is just one of the many reasons 
“Night Court” casting is so successful. 
“The secret.” confides Director Spill- 
man, “is in throwing the show to the 
actors. It’s all theirs!” While this may 
seem a highly simplified statement. it 
demonstrates the extent of the actor's 
contribution in creating and sustain- 
ing the believable atmosphere so nec- 
essary in a real-life show of this kind. 
The actors succeed because they are 
so perfectly cast for the part they play 
and are allowed to “play by ear” with- 
out being held to the letter of the 
script. After all, most are appearing 
before a judge for the first time and a 
slight hesitation, nervousness, inability 
to project or even momentary loss of 
speech—-seems quite natural. It is often 
dificult to ascertain where realism 
leaves off and acting begins. Most of 
the defendants are on stage three to 
five minutes and while they rehearse 
their lines (by themselves on another 
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stage) they do not walk through their 
part nor talk to the judge before they 
actually appear before the camera. 

Obviously, photographing a show of 
this type is anything but a minor con- 
tribution. Getting it on film in a man- 
ner to point up its spontaneity and to 
give audiences that genuine feeling of 
“you are there” demands imagination 
and thorough pre-planning, and above 
all an alertness by those charged with 
the photography unparalleled in any 
other field of film production. 





ANIMATION 


Continued from Page 39 


pending upon the speed of the action. 

Pan backgrounds can be designed in 
a number of ways to present the effect 
of most any type of camera move. A 
vertical pan gives the effect of the cam- 
era following action upwards, while a 
diagonal pan follows a movement up 
the slope of a hill, or something similar- 
ly at an angle. Horizontal pans—which 
are most common—present ordinary 
walking or running actions on a level 
surface. 

Using a multiplane animation cam- 
era (see Fig. 2), backgrounds can be 
“broken down” to various levels, with 
each level being moved at a different 
speed, for third-dimensional effects. 
The actual lengths of pan backgrounds 
are arbitrary, determined in general by 
the timing allowed an action by the di- 
rector, and specifically by the anima- 
tion. All sorts of intricate effects can 
be obtained by combining various 
types of pan moves with changes in 
perspective within the pan, along with 
camera trucks, overlays, and variously 
moving background levels. Animation 
mechanics assume a more complicated 
aspect in the case of pan moves. 

So the reader may understand how a 
simple horizontal pan is effected in an- 
imation, let us take a hypothetical case 

say the action of Donald Duck, as a 
soldier, marching on the parade 
ground, as mentioned earlier. Action 
in the script called for Donald to 
march along at a fixed tempo, which 
the animator estimated would be ene 
complete step every twelfth frame in 
the sequence. He was to move from left 
to right in a medium shot and take ten 
complete steps in all, a progression of 
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movement which would amount to 
23 1/16” on the background. Before 
this figure was arrived at, the animator 
had to resort to a little arithmetic. His 
conclusion: the scene length allowed 
him was 7 feet plus 12 frames, or a 
total of 124 frames. Donald’s tempo of 
marching was to be—in the vernacu- 
lar of the animation industry “on 
twelves,” which permitted him the ten 
steps called for with a few frames left 
over. For the size that Donald was 
drawn each step was 214 inches in 
length. Ten times 214 equals 22 inches 
or 120 frames of film that would be 
required to animate Donald’s ten steps. 
But as the scene was to be 124 frames 
in length, the extra four frames were 
utilized in effecting a smooth pan ac- 
tion—the leading in to and out of the 
first and last steps. 

In order to determine exactly what 
fraction of an inch the pan movement 
was to take for each exposure, the ani- 
mator was presented with a problem of 
simple division, and at the same time 
he had also to consider that the pan 
was not to begin on the first frame 
but on the second, and was to end on 
the 123rd frame instead of the 124th 
for the reason explained above. 

This will give a fair idea of the 
problem the animator faces whenever 
panning action is written into the 
script. The example described is a com- 
paratively simple one, for purpose of 
illustration, since only one character 
is moving in the scene at a constant 
rate of speed. Real complications arise 
when several characters are to move at 
varying rates of speed and on different 
cel levels. In such cases, the problems 
are but amplifications of the funda- 
mental principles described. 

The animation of Donald walking 
took place in one spot on the drawing. 
with each foot—as it remained in con- 
tact with the gronud—being advanced 
in position on the drawing just 3/16 
of an inch from the preceding one, thus 
corresponding with the distance esti- 
mated for each individual pan move in 
the animation procedure. 

Actually, as the sequence was shot. 
Donald remained fixed and simply 
“treadmilled” his walking action as the 
background drawing. on a lower cel 
level, was moved the required distance 
of 3/16-inch between each exposure. 
Care was taken to see that the change 
in the position of the foot contacting 
the ground in each successive drawing 
amounted to no more and no less than 
3/16-inch, otherwise Donald would ap- 





pear to be gaining or losing ground. 
The movement of 3/16-inch, of course, 
is entirely arbitrary. A step in a pan 
action can move as little as 1/64-inch 
or as much as 1!4-inches for fast ac- 


tion. 

To give a more realistic feeling of 
third dimension, a pan background fre- 
quently is broken down into several 
levels, with each level moving at a dif- 
ferent speed. Thus objects in the near 
foreground will appear moving faster 
past the camera than those in the far 
distance. The layout-man designs his 
layout so that the foreground plane can 
be moved independently of the rest of 
the background. Thus the foreground 
level might move at 3/16 of an inch 
per exposure while the far level moves 
at 1/16 or even 1/32. 

The Multiplane camera, as designed 
by the Disney studio, affords oppor- 
tunities to obtian remarkable results in 
third-dimensional effects and __ has 
opened up new possibilities in the 
freedom of camera moves. It permits 
various background levels to actually 
be separated from each other by sev- 
eral inches, which gives a true illusion 
of depth to scenes. Action cell-levels are 
spaced accordingly, and great freedom 
of movement is possible by the action 
animating from one background plane 
to another. So far, however, the use of 
the Multiplane camera has been gov- 
erned by pictorial rather than action 
requirements. and has seen its best 
service in such pictures as “Fantasia”. 
“Bambi”, and other Disney full-length 
features where backgrounds and scenic 
effects play an important part in en- 
hancing the dramatic action of the 
story. 


(To be continued). 





READY TO EDIT? 
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well established with a long shot, and 
the locale should also be re-established 
from time to time with a similar shot. 
Endeavor to use closeups for full effect. 
placing them where the action requires 
a close view of the subject for clarity 
or variety. Where it appears that gaps 
have been left in the continuity dur- 
ing shooting, scan your scene list for 
related scenes that may be used as cut- 
away shots to bridge these gaps. 
Incidentally, there is no better way 
for the 16mm cameraman to learn how 
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to cover a subject fully from the stand- 
point of continuity than to do his own 
editing. In the cutting room he will 
quickly learn what shots he neglected 
to make, and why these shots are so 
vital to a smooth flow of action. By 
observing these details, he will soon be- 
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on paper until they seem to form a pat- 
tern with good continuity, it is time to 
make the first rough cut. Line the 





scene up in the order indicated on the 
“paper cut list. A good method is to 
hang all scene strips head up on an 
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and suspended over a bin lined with 
clean muslin. Such a bin is shown in 
the lower left-hand corner of the ac- 
companying photo. In this way. you 
can visually check each scene in rela- 
tion to those that precede and follow it. 
and correct any inconsistencies which 
may be obvious. 

The next step is to splice the scenes 
together in chronological order. being 
careful not to cut off the slate numbers 
or any identifying marks scratched into 
the emulsion. Leave these guides intact 
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flow and pace becoming apparent. 
Keep paper and pencil handy and 
make notes on further cuts or revisions 
to be made. 

You may notice that some scenes are 
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Archie J. Stout 
Harry Stradling 
Walter Strenge 
Karl Struss 
Robert L. Surtees 


Philip Tannura 
Ellis Thackery 
Stuart Thompson 
Robert Tobey 
Leo Tover 
Thomas Tutwiler 


Charles Van Enger 
James C. Van Trees 
Zoli Vidor 


Paul C. Vogel 


Joseph Walker 
John F. Warren 
Gilbert Warrenton 
Harold E. Wellman 
Fred West 

Albert Wetzel 
Wm. F. Whitley 
Harry Wild 

Wm. N. Williams 
Rex Wimpy 
Ralph Woolsey 
Lothrop Worth 


Frank C. Zucker 


ASSOCIATE MEMBERS 
Herbert Aller 


Simeon Aller 
Mark Armistead 
L. J. Baker 

Benj. Berg 

Edgar Bergen 
John Bishop 
Louis A. Bonn 
Wilford W. Bowe: 
Robert FE. Burns 
Gifford S. Chamberlain 
L. M. Combs 

J. L. Courcier 
George Crane 
Edward P. Curtis 
Wm A. Cushman 
Dr. C. R. Daily 

J. T. Dougherty 
Jahn W. DuVall 
William Eglinton 
Ferdinand Eich 
Walter L. Farley, Jr. 
Ted Fogelman 
Fred W. Gage 
Mark VP. Geirrine 
Wm. FE. Gephart 
George H. Gibson 
Dennis F. Godfrey 
Jack Goetz 

Henry Goldfarb 

A lan Haines 
Charles Handley 
Robert Hansard 
Ted Ilirsch 
Wilton R. Holm 

(.. t.arleton Llunt 
Emery Huse 
Donald Ilyndman 
Ray Johnson 

W. F. Kelley 

John . Kowalak 
Wilson Leahy 
Sidney Lund 

Jonn tl Mavnard 
Lewis L. Mellor 
Carlin €, Misener 
Peter Mole 

Hollis Moyse 

O. W. Murray 
Capt. Don Norwood 
Stacey O'Brien 
Val E. Osborne 
John Pister 
Harry E. Pratt 
Wom tb Reddick 
H. W. Remerscheid 
Robert Riley 
Luren Ryder 
Vaughn C. Shaner 
Henry L. Siccardi 
Narwood L. Simmons 
Sidney P. Solow 
Earl Sponable 
John J. Swain 

Deon Vireent 

Wm. J. Wade 

lack Webb 


HONORARY MEMBERS 
E. O. Blackburn 


Wm. J. German 
David MacDonald 
G. A. Mitchell 
Richard F. Walsh 
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READY TO EDIT? 


Continued from Page 59 


Perhaps there is some jerky camera 
movement which can be deleted with- 
out interfering with the basic action of 
the scene. If you have overlapped ac- 
tion in staging your scenes, determine 
where the action of the two scenes 
matches especially well, permitting a 
smoother cut. You will find that ade- 
quate and comprehensive notes taken 
on all these various points during 
screenings will prove extremely valua- 
ble when you actually start cutting. 

If you have organized your editing 
quite successfully up until this point, 
it is quite simple to follow through 
with similar organization in the basic 
cutting. It is at this point that the 
novice becomes swamped with the 
task of bringing order out of celluloid 
chaos—usually ending up in a fairly 
frustrated state, with film on the floor 
and a rather dim idea of just how to 
begin. Take a tip from the professional 
editor and work on one sequence at a 
















HOLLYWOOD'S CHOICE 
Academy Award Winning Sound 
by 


RANGERTONE 


PERFECT SYNC SOUND WITH YOUR PRESENT TAPE RECORDER AND 
A RANGERTONE SYNC KIT. INSTALLED IN ONLY 3 DAYS TIME. 













SEND FOR FREE ILLUSTRATED LITERATURE AND PRICES 
RANGERTONE, inc., - Dept. Cii, 73 Winthrop St., Newark, N. J. 






For H8 and H16 cameras: For H16 Cameras Only: 
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HAVE YOU SOMETHING TO SELL TO 
PRODUCERS OF MOTION PICTURES? 


This issue will be read in virtually every film production center in the 
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time, beginning with the first and go- 
ing on to the next sequence only when 
you are satisfied with the cut you have 
made. In cutting a sequence, think of 
it as an entity, so that sequence will 
have an overall flow and a _ unified 
meaning. This means that you will 
have to think ahead to a certain degree. 
because a cut that seems perfectly all 
right between two consecutive scenes, 
may seem less effective when viewed in 
terms of the other cuts that must follow. 

In cutting. a good film viewer such 
as the Craig Projecto-Editor, B & H 
Filmotion Viewer, SOS “Jr.-16.” ete.. 
set between a pair of rewinds is essen- 
tial. 

Consulting your notes, run your first 
two scenes back and forth through the 
viewer until you see a spot where a 
good cut likely can be made. With a 
red grease pencil draw a line across 
the film between the sprocket holes of 
the frames in each scene where you 
wish to make the cut. It is a good idea 
to extend this line into a T-shape, with 
the stem of the T extending into the 
“dead” area of the scene, or that which 
This will 


against cutting into the wrong part of 


you will discard. insure 


the scene when you get around to 
splicing. 

When you have marked an entire 
sequence for cutting in this manner, 
you then go into the splicing session 
and actually make the cuts. The editor 
who marks a single cut and then runs 
to make the splice not only wastes a 
lot of time, but he is apt to let the con- 
tinuity of the sequence get away from 
him. It is far better to do the creative 
end of the cutting first, then attend to 
the mechanical part. or splicing, after 
charting of the sequence is completed. 

Following the splicing of a whole 
sequence, attach leaders and run the 
footage on your projector to check the 
impact from the screen. Invariably 
there will be some alterations or re- 
visions to be made—scenes shortened 
for pace, repetitious action deleted, etc. 


When you have made these changes 
and are satisfied that the sequence is as 
good as you can get it, roll the film 
onto a reel, put it aside. then go on to 
the next one. After all sequences are 
completed in this manner, splice them 
together in the order planned or set 
forth in your script and screen the en- 
tire film for one final check. Seeing all 
of the action unfolding in proper order, 
you may probably observe some minor 
corrections still to be made. 

Good editing depends not only upon 
the footage that is included in the final 
cut, but also upon that which is left 
out. There is a natural temptation to 
include in final cuts a great bulk of 
the footage shot. whether it is up to 
standard or not. The film editor, espe- 
cially in cases where he shot the foot- 
age himself, must 
discipline in deleting all excess footage 


exercise rigid 
and all scenes which are not up to his 
technical standards. In this way, he 
will not only have a more interesting 
and professional-like picture, but he 
will learn to make his photography 
more precise and expert. 

Scenes which are not technically bad. 
but which are deleted for other reasons, 
should be spliced together, catalogued 
by means of a brief descriptive list, and 
properly stored in cans. In this way, an 
interesting and valuable library of 
stock shots can be built up for possible 
use in future productions. 

Ideally the editing of any serious 
film should begin even before the 
shooting stage. If you will roughly out- 
line the sequences of scenes that you 
want to shoot in a certain locale, you 
will not only save film and insure bet- 
ter continuity. but will also be able to 
do quite a lot of cutting in the camera 
—thus actual editing 
chore to a minimum. Where such a 
scene list is made out in advance or at 


reducing the 


the time of shooting, it will prove a 
handy guide when editing—in addition 
to the regular picture script. . 





PHOTOGRAPHIC ASSIGNMENTS 


Continued from Page 16 


PARAMOUNT SUNSET 


Girpert Warrenton, ASC, “Rescue 8”* 
(Cinefilm, Inc.) with Jim Davis and Lang 
Jeffries. William Beaudine, director. 


Ray Foster, ASC, Commercials* Dave Mon- 
ahan, director. 
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REPUBLIC STUDIOS 


Evuis THackery, ASC, Joun Russetit, ASC, 
Joun Warren, ASC, “General Electric 
Theatre”* (Revue Prods.) 


Jack MacKenzie, ASC, Exttis THAcKErY, 
ASC, “State Troopers’* (Revue Prods.) 
with Rod Cameron. 





ASC, Lionet Luin- 
pon, ASC, Extutis THacxery, ASC, “Schlitz- 
Lux Playhouse”* (Revue Prods.) 


ELLSWORTH FREDRICKS, 


Fargo”’* 


Robertson. 


Evuis Tuackery, ASC, “Wells 
(Overland Prods.) with Dale 
Earl Bellamy, director. 


Witttam Sicxner, ASC, Ray RENNAHAN, 
ASC, “Buckskin”* (Revue Prods.) 


Ray Rennanan, ASC, WIiLttAmM SICKNER, 
ASC, “Cimarron City”* (Revue Prods.) 
with George Montgomery. Richard Bartlett, 
director. 


Joun Russetr, ASC, Wittiam = SICKNER, 
ASC, Ray Rennauan, ASC, Burt GLENNON, 
“M Squad”* (Latimer Prods.) with Lee 
Marvin. 


EL”tswortH Frepricks, ASC, Mack StTenc- 
LeR, ASC, “Leave it to Beaver”™* (Gomalco 
Prods.) with Barbara Billingsley and Hugh 
Beaumont. Norman Tokar, director. 


Ray Rennawan, ASC, Jack MacKenzie. 
ASC, “Restless Gun”* (Window - Glen 
Prods.) with John Payne. Edward Ludwig, 
director. 


Jack MacKenziz, ASC, “Mickey Spillane’s 
Mike Hammer™* (Revue Prods.) 


Joun Warren, ASC, Lionet Linpon, ASC, 
“Alfred Hitchcock Presents”’* (Revue 
Prods. ). 


HAL ROACH STUDIOS 


Epwarp Firzceratp, ASC, “The Gale Storm 
Show”* with Gale Storm and ZaSu Pitts. 
William Seiter, director. 


Howarp Scuwartz “The Veil”* with Boris 


Karloff. 


TWENTIETH CENTURY-FOX 
Joseph MacDonatp, ASC, “Warlock” 
(CScope & Color) with Richard Widmark 
and Henry Fonda. Edward Dmytryk, direc- 
tor. 


Witttam Me tor, ASC, “The Snow Birch” 
(C’Scope; DeLuxe color) with Susan Hay- 
ward and Stephen Boyd. Henry Hathaway, 
director. 

Jorce Staut, “The Little Savage” (C’Scope 
& Color; Associated Prods.; shooting in 
Mexico) with Pedro Armendariz and Chris- 
tine Martel. Byron Haskin, director. 

Kart Srruss, ASC, “The Sad Horse” (C’- 
Scope & Color; Associated Producers) with 
David Ladd and Chill Wills. James B. 


Clark, director. 
UNIVERSAL-INTERNATIONAL 
Exits Carter, ASC, U.S. Army Short, John 
Sherwood, director. 
Mark Davis, ASC, Commercial* 
Currrorp Stine, ASC, Commercial* 


JosepH LaSuetite, ASC, “Twilight Zone’*: 
“Where is Everybody?”* (CBS pilots) Rob- 
ert Stevens, director. 


James Drovucut, Commercials* 


Puitie Laturop, “Peter Gunn”* (Sparta 
Prods.) with Craig Stevens: “Steve Can- 
yon’ *, (Pegasus Prods.) with Dean Fred- 
ericks. Lamont Johnson, director. 


WARNER BROS 


Josepn Biroc, ASC, “The FBI Story’ 
(Technicolor; shooting in N.Y.) with James 
Stewart and Vera Miles. Mervyn LeRoy, 
director. 


Continued on Page 64 
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¥ CLASSIFIED ADVERTISING } 
‘ ‘ 
; RATES: Ads set in lightface type, 10c per word, minimum ad, line. Send copy with remittance to cover payment to Editorial }4 
¢ $1.00. Text set in lightface capital letters (except Ist word and Office, American Cinematographer, 1782 No. Orange Drive, Holly- ’ 
4 advertisers name) 15c per word. Modified display format (text wood 28, Calif. Forms close lst of month preceding date of issue. 
4) set in boldface type, capitals or upper-and-lower case) 90c per No discount on Classified Advertising. ? 
lalallala tina ti di, tin tin tte ti tis ti ta tt ta tn tin tn tna tin tl tala tla tla tna ttl tna tina tliat tidal Mi ti tie te tie tie th, i, th a n,n ee ae : 
STUDIO & PRODUCTION EQUIP. STUDIO & PRODUCTION EQUIP. 
$.0.S. THIRD OF A CENTURY SELLABRATION OUR 29ih YEAR *& %& %& %& SUPPLYING EVERYTHING 
CAMERAS — 35mm PHOTOGRAPHIC AND CINEMATIC 
ARRIFLEX w/4 fast lenses; 2-400’ magazines; mattebox; cases. $2,500.00 value, excellent wses-eeee9 1 ,O95.00 16MM AURICON-CINE VOICE conversion to 
B&H 2709 Std. with 2-400’ magazines; 3 lenses; dissolve; check pawl movement. $6,500 value. 400’ B&H magazine, features 3 Ilens 
TEIIIIITINIIIIIIE | ssnccssstiishnisschiouastinemabeainbipnainetiehen sienna cibabieaiaiaedeiiiiaanainsibiiiaiueiniaiahte . 1,995.00 turret, 1” 2”, 3” speed lenses, 1—400’ 
MITCHELL SINGLE SYSTEM w/Sound; 4 Baltars “Viewfinder; Matte Box 2- 1000’ “Magazines; 12V magazine, | Parrish viewfinder, amplifier, 
Motor, Cases. $10,000 value, Recond, ientiennianndiinn 4,995.00 Pro Cine tripod, case. $1098 
WALL single system with 3 lenses viewfinder; motor; mattebox; sunshade; 4-400’ magazines; cases. ; 
ee , CI IIT, SE I cresceepeenrcsticcrscretetnscitnt scenic rnntsasiinmaneinciaane . 1,195.00 35mm DEBRIE CAMERA MODEL L/ E featur- 
ing 28mm Schneider, 50mm, 75mm lenses 
CAMERAS | — team Pilot Registration Pins, Direct focusing 
AURICON PRO-200 w/mattebox: sunshade; parallax finder; case. Less SOUMG 2..........ceccccceeseeeeee $ 495.00 on ground glass, 5—400’ magazines 
B&H FILMO 7ODA TURRET w/3 lenses; positive finder; objectives; trumk -.............2...-ccecseeeeeeee - 249.00 free-head tripod. Matte box. Solenoid 
MITCHELL 16, 220v 3 ph sync motor; 4 Baltor lenses; large viewfinder; "3-40 mags.; cases. Stop Motion Motor for 1-1] Exposure 
$6,500 value. Excellent aussi aaa isis citibank aincapeaidcseinatbiia 4,495.00 Value $2355.00 _. 1250.¢ 
MAURER 05 with 2 magazines; 2 motors; viewfinder; sunshade trunk “Excellent condition... 2,495.00 BRUNT-MYER BLIMP f Cc 
MAURER modified 05 with 400’ magazine; 4 lens turret; sync motor. Excellent condition ............... 1,995.00 oa = ‘ ““ — \ oe 
AURICON CINEVOICE w/turret; 3 fast lenses; amplifier; power supply; cases. $1100.00 value.... 595.00 COIS, Fe ORO OF WO TIO Vet, Si 
| a ‘ chronous motor, Astro erect-image view- 
with 1” 1.9 lens, no power supply . -_ _— sine 495.00 finder, foll f 
er, follow focus gears. Value $990.00. 
CAMERA ACCESSORIES Special . ; : 625.0 
CECO CINE SPECIAL BLIMP w/syncmotor, extra gears $ 495.00 
HI-HATS for Jr. type Tripods. New, regularly $22.00. Rd lg ig nel ag ay 
Jr. Type Tripods. New fe 119.50 Dalmeyer, 2” f2.8 Schneider 3” ta 
TRIPOD Triangles, prevent slipping; $30. (00 value. New 19.95 SB Mt telster nd 6” {4.5 T le h 
COLLAPSIBLE Tripod Triangeles with tiedown clamps. New .... 29.50 Xenar Lenses; 2 400’ M ay tor, 
DOLLY TRACK with connectors, 5’-10’-15’ lengths, per foot, MEW ....2.......--.cececees eens as 4.95 Wells Semi + A Be al Trped. c — 
ADAPTER for Auricon P.o-600 to accept 1200’ magazine. Permits double film capacity. New .. 150.00 Coon Val “ $1,695 00 Spach j stilt iia 
MITCHELL type HEAVY DUTY tripods. New (takes Mitchell, Houston-Fearless or Ceco TV Freeheads). 129.50 Z B . : - an in 
ANIMATION & SPECIAL EFFECTS "Cane tater dine” toe, 
ANIMATION ART TABLES w/circular fluorescent litebox (plus crating) ............-..cececcccceeceeeeees 14.95 “Frag er wi es am, sh 
ACME ANIMATION CAMERA, Model 5 w/Automatic Dissolve and Footage _ ‘counter. $3, 400. 00 pepe ‘come >. ane” Gusneaines 
value, excellent aacaniceaedicaieiatibatiat en ee: tte soniedibes 2,495.00 ; a gee : 
RICHARDSON ANIMATION Stop Motion for BELL & HOWELL 2709, 110V start, stop, continuous, pie es a —_— woe ee, 
single frame, reverse. Frame counter included. $750 value. Reconditioned ..................s-csseeeeneeee 495.00 me ying : ee - 2730.( 
PETERSON Massive Animation Stand with motorized zoom, air platen, all movements, sliding celboard 35mm DUPLEX PRINTER Adopted for sound 
$4,500 value. Like MEW -.....2.-.cec-ceseseceeeeeee ; casei aceasta 2,750.00 track, excellent for duping. Academy 
S.0.S. PROFESSIONAL TITLER & Special Effects Kit. Handles animation. Aperture. Speed 250 pictures per minute 
TG Ih. $175.00 TG ttl $225.00 TG IV 325.00 per side. Two light change boards, 18 
ACME PEG BAR mounted, add $25.00 different lights each side, 21 scenes 
LIGHTING EQUIPMENT — 110 V, perfect mechanical con- a 
MOLE-RICHARDSON 120 amp. Molarc (Type 90) on pedestal with grid and cables. $1,160 value. rie ; a we 
Excellent condition : sahil ee Ae: ee ....$ 695.00 MOLE RICHARDSON 2000 Spot, rolling 
FLOODLITES with Bar ndoors | on : stands. “take up to No. 2 photoflood, case included 49.50 sttand and Lamp ZOOM and Mike Com 
MOLE-RICHARDSON Cinelite Scoops excellent .... 49.50 bination. Special 195.0( 
5KW KLIEGL and MR SENIOR spots on stands, excellent 199.50 B & H 12V or 24V EYEMO & FILMO MO 
B&M or MR 2000W Spot on stand. Excellent cond 109.50 TORS. New. Value 142.00 95.0( 
5 lite DOUBLE BROADS on stands, $145 value siilscosicechlbaisiechucstoubleghaiaseasilainehinan icdiniiiaieiiatinal 89.50 
Three 1OKVA Transformers with controls and 25’ wire cable, all mounted on dolly. Good 195.00 a ke te a EL. 235.00 
RECORDING & PLAYBACK ee] 78 OF 
AURICON RT 80 16mm RECORDER, NR24 noise reduction amplifier, mike, cases ase ° 395.00 - EK AUTO FOCUS WITH LENS. 175.0 
DAYSTROM PROFESSIONAL TAPE Recorder, U.S. Navy Standard; 2 speed fast forward & rewind; MOVIOLAS sound and silent editing ma- 
playback amplifier; speaker; dynamic mike. $750.00 valve .... . : i 197.50 chines, synchronizers, rewinds at big 
HALLEN 25B MAGNETIC 16mm RECORDER; 2000’ arms; 3 inputs; playback amplifier; power supply savings. 
and speaker. $1,495.00 value — selseaehas clea 695.00 35MM CINEX Film Cleaning Machine. Val 
RCA Photophone 35mm Optical Recording Heads with 2-1000’ magazines; optical system; galvan- ves: $1250.00. Special ; 475.00 
ometer; less motor. No license required. Good condition .... . si ealcnianainid: .-.-. 2,995.00 3 . ” E07 
REEVES 35mm OPTICAL RECORDER with footage counter; tachometer; glowlamp, ampiifier, mixer. — ne ee, See came 
Originally $5,000.00, Needs repairs , ey iodine snisailasianeiliiaotdbbaaibins 195.00 4—400’ magazines, viewfinder, Solenoid 
t t t tfit th 
SELECTROSLIDE 300C PROJECTOR w/screen and case. $500.00 value 195.00 i aaa Ga Gameaeeeee” —— 
LaBELLE PRO-75 AUTOMATIC Slide Projector. $200.00 value OI Special ‘ 40.0 
BODDE 2000W PS3AC Background Process Projector on rolling stand with blowers, powerstat and : sa 
4”x5” slide carrier. $945 value. Excellent condition <A ; a SATAN 495.00 35mm Akers Camero—Features pilot regis- 
FILMCRAFT 35mm Movie Background Process Outfit. Write for details. $15,000 value. “Excellent tra-pins, focusing thru prism. Ideal for 
condition ae . acini , : ene animation work, Solenoid top motion 
AMPRO Arc 16mm Sound Projector with Hi Intensity arclamp; lens; pedestal; 30A rectifier; 55W motor, also variable speed motor 35mm, 
amplifier and 2 speakers. Excellent condition ek aod de eS eee 849.50 50mm, 75mm, Astro lenses 2.3, 2—400 
CUTTING ROOM EQUIPMENT Mitchell magazines, viewfinder and matte 
NEUMADE RTO-3 ROLLING Film Racks, 3 tiers hold over 200-l6mm reels. $59.00 value $ 29.95 box, freehead tripod and carrying cases. 
MICRO motorized 16mm picture viewer, with footswitch. $250 value. Good condition . 89.50 Excellen, Valuet  .......--....-ssessssese - 1500.06 
MICRO four gang (2-l6mm, 2-35mm) Synchronizer with footage counter. Good condition 99.50 16mm SOUND projectors, various makes 
B&H Hot PEDESTAL SPLICERS, reduced, 35mm only $695.00; 16/35mm 895.00 $150.00 and up. 
GRISWOLD 35mm splicers R-2. Good condition . 15.95 AERIAL CAMERA, K-20, 6 & 3/8 {4.5 
SOSoft EDITING GLOVES—light, doz. pair . weseeees 1.29 Bausch & Lomb lIlens, list price new 
Medium weight, doz. pair 2.29 $300.00. Special ............ a 55 0C 
CHINA MARKING CRAYONS brown, 2 price. Per doz , a indaaae salacuale 1.00 16mm CINE SPECIAL Model 1 400.00 
35MM MOVIOLAS with 3” Magnified Picture, automatic takeups, Gov't Surplus—good condition. 189.00 AURICON PRO CAMERA. Model CM 71 . 
Dozens of Good 35mm SOUND MOVIOLAS, starting as wrinnchnilibcasia 395.00 Sound, 2—200 Foot Magazines, Noise 
PRIN Reduction Amplifier, Hi-Fi Mike and Ac- 
ACME OPTICAL DUAL HEAD 35mm STEP PRINTER, Cinecolor, Original cost sedieastceante Excellent omaite, 1/ f1.9E. K. tena, Portable 
condition aeceneneesteneeeeeees sovercenseesneneeeeces . maasoussocsoons a 3,995.00 Power Supply Unit. Pro Jr. Tripod, Carry- 
CINECOLOR Double Head 35mm Step Printer with automatic light change and timing device. ing Case. Value $2133.00. Excelent 43.00 
Original cost $12,000. Excellent condition . - 3,375.00 HALLEN 17'%mm Tape Recorder, Sprocket : 
B&H 35/lémm PICTURE REDUCTION Optical Printer, rebuilt : ee .. 4,995.00 drive. Price . 450.00 
AUTOMATIC SUB-TITLING MACHINE at sacrifice. Includes waxer; printer head; etcher; dryers JEROME 35mm Micro File strio film double ; 
de-waxer; washer; squeegee. Imprints 150 stencils in one load; speed 60 fpm. $25,000 to frame cooying machine, 100 ft. film ca- 
build. New . , = mena sisi hdapiiie iiailieaiadiiaie . 9,995.00 pacity, daylight loading, 2 lenses, light 
DUPLEX 35mm COLOR PRINTERS with automatic lite change filter apertures, $18,000 value. a stand — complete. Cost Government 
Less than 1/6 cost. Excellent : suesacnsonnenschesnnanes 2,495.00 $3,000 00. Our guaranteed value 375.00 
LABORATORY 35MM BELL & HOWELL Standard camera 
EASTMAN MARK II-B Time Scale Sensitometer. Motor driven drum and density wedges. Can be moror, variable speeds uo 24 exposures 
converted for color into Mark 1-B with step tablets instead _. drum. $3,000 value fas is) ........... 895.00 126 volt AC or DC, 120 power cord 
MAURER FILM GAUGE, measures shrinkage or stretching of 8/16/35mm to 0.5%. $209 00 value... 69.95 carrying case. Value $490.00. Guaranteed 290.00 
HOUSTON 35mm Model 2 Processors, neg/pos. w en Dad te gene Bk air pump; temperature PACO ELECTRIC DRYER, 24” print. size, < 
control. speeds to 1200’ per hour. Gov't paid $10,000. Reconditioned .... neiidiaaiath . ee FC combination—glossy or mat. List $500.00 
STINEMAN DRYING RACKS, 200’ 35mm capacity (useable for 16mm). New, surplus. $16.00 value.... 7.95 Excellent value 300.0( 
TRADES TAKEN a conde. eee a Cable: SOSOUND HO\!YWOOD CAMERA EXCHANGE, LTD. 
$.0.S. AS - —— Vent. fc 1600 CAHUENGA 
2 W. 52nd Street, New York 19 G BLVD., HOLLYWOOD 28, CALIF. 


Western Branch — 6331 Hollywood Blvd., Hollywood, Calif. — Phone: HO 7-2124 
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STUDIO & PRODUCTION EQUIP. 





STUDIO & PRODN. EQUIPMENT 
SENUINE CINEMASCOPE FOR 


16MM ARRIFLEX $ 255.0 
6MM 100’ NIKOR PROCESSING OUTFIT 149.5 
USED BOLEX 16MM OUTFIT COMPLETE 249 .5C 
B & H 300M TAPE RECORDER 49.5C 
MODEL ‘'K’' CINE’ KODAK F1.9 49.5 
NOMINAR 1” F/0.95 79.5 
GRISWOLD 35MM SPLICER 8. 5( 


Mail orders filled promptly. 
CAMERA CRAFT 42ND ST. INC. 
18 E. 42nd St. Dept. J. New York 17, N.Y. 


PROTECT valuable cameras, complex electronic equip 
ment motors generators vehicles against rust 
nd corrosion due to moisture and condensation 
SPADRI, a patented chemical, in 12 oz. aerosea 
can, exceed Federal specification Mil-C 16173A(3) 
excellent for ‘‘location shooting studio use 
manufacturing and shipping of valuable equi 
ment, Unconditionally guaranteed, developed by 
jovernment agency. Per can. $3.50 Postpaid, dis 
counts to quantity users dealer inquiries invited 
BERGMANN ENTERPRISES, 215 N. Flores St., San 
Antonic Texas. Exclusive national, internationa 
Jistributors 


65MM HOUSTON-K-1A Jeveloping machines 
For reversal or positive film. Complete with re 
frigerator units, temp controls conaensors etc 


BRAND-NEW, prices reduced. Also all STAINLESS 
STEEL model A-11B. Neumade film washer, 35mm 
EYEMO cameras, spider turrets, large selection otf 
OLEX H-16 camera with filter slot 25mm F1.4 
Eyemo lenses 35mm x 1000 film. AIR PHOTO 
SUPPLY, Dept. C-1, 555 East Tremont Ave., New 
York 57, New York 


x 


Kern Switar, 12.5mm F1.5 Wollensak wide angle 
5mm F2.8 Kern Yvar 75mm F2.5 Kern Yvar 
eye-level focusing prismatic focuser, excellent 
ike-new condition, $425.00 with case. Pan Cinor 
F3.4 25mm to 100mm latest model in origina 
ase, used only for 135 feet of film, $275.00 
H. SOOJIAN, 4175 So. Cherry Ave Fresno 6 
Calif 


RCA sound ecording galvanometers, $125 RCA 
microscopes for adjusting sound optic, new $45 
Mitchell friction head tripod, less handle, used 

$250; Baby Mitchell tripod legs, used $55; new 

7 35mm _ Arriflex with magazine and case 

yood condition $695; l6mmx!l00 ft. 7000 cycle 

sound focusing test film $9; Bell & Howell 35mmx 

1000 ft. magazines, new $85. MASTER FILM, 207 

Third St., Elizabeth, N.J 


AKELEY Standard Gyro Tripod. Excellent condition 
$350.00. Mitchell finder, floating mattes, $175.00 


Zoom lens Pan Cinor 2-60. As new, in case 
$95.00. Filmo 7ODL, 2 lenses. Excellent, $200.0¢ 
Mitchell sunshade and matte box assys wide 
ingle and standard. $85.CO each (less exten 
sion rods.) JACK WALTON P.O ox 1457 
Tampa, Fla 
>”MM ARRIFLEX model il with three Schneide 
lenses, 2-400 foot magazines, 1-200 foot maga 
zine moto battery trickle charger hi-hat 
ases, etc. A very nice outfit in excellent condition 
$1195.00 would consider trade on l6mr 
Mitchell camera. VICTOR DUNCAN, 7500 Mille 


Road, Dearborn, Mich 


COMPLETE 16mm sutfit Cine-Kodak Special ! 
camera with three Ektar lenses, M-H viewfinde 
matte box and Pro-Jr. tripod. also filters, smal 
yccessories ana carrying cases Excellent condition 
$950.00 or best offer. JACK L. COPELAND & 
ASSOCIATES 746 Fiqueroa St Los Angeles 
MAdison 2-2556 


220 volt, 3 phase Selsyn Interlock Motor for Mitchel 


NC or BNC $400.00. 220 volt, 3 phase, 60 
ycle Sync motor ioc mounted for Mitchel 
Standard, 275.00. Mitchel! 1000 ft. Standarc 


> 

Magazine $110.00. J. BURGi CONTNER, ASC 
Smith Ridge New Canaan, Conn 

nur ARRIFLEX 16's $700.00, $1000.00, $1200.00 
$1300.00. Lenses and accessories, new and used 
at attractive prices. | specialize in Reflex cameras 
novie and still State your needs. JOHN TYLER 
63 Alta Ave., Santa Monica Calif. EX 5-8876 


ARRIFLEX 16 camera, with 25mm F1.5 Xenon lens 
itest model, used very little. In absolutely new 
ondition. Private $1,100.00 MAX DREHER, 901 
Harding Ave., Venice, Calif 


FOR SALE 
Jsed late model MAURER cameras. Economically 
»riced. Write for details 
CAMERA EQUIPMENT COMPANY, INC. 
315 West 43rd Street, New York 36, New York 
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STUDIO & PRODUCTION EQUIP. 


SERVICES AVAILABLE 





FILM PROCESSING MACHINERY 
Rebuilt trode ins, demonstrators, etc. Black-and 
white and color. All makes Low prices. Send fo 
lists. FILMLINE CORPORATION, Erna Street, Mil 


ford, Conn 


C ZEISS lens 28mm F2T with follow focus and 
for ARRIFLEX 35mm. Excellent condi 


clicks stops f 
tion, $130.00. Hi-hat, $20.00 RALMON. GRanite 
9-6508. 


WALL camera, double movement. With or without 
associated equipment. Excellent condition. Rea 
sonable. JACK WALTON, P.O. Box 1457, Tampa 


Fla 


PROFESSIONAL JR. tripod. $85.00. VICTOR DUNCAN 
7500 Miller Rd Dearborn, Michigan 





CINE Special Series 1. Perfect. 1” lens. $400.00 
Write Box 1250, AMERICAN CINEMATOGRAPHER 
EKTAR 25mm F1.4 in “'S'' mount, $100. M. GRAY 
SON, Box 4, New York 53, N.Y 





6/35MM_ Eclair Camerette standard reflex nc 
accessories, $2,000. Call CR 4-587 





WANTED 


GET YOUR TOP PRICES HERE 
WE BUY ~ SWAP - SELL - CONSIGN 
List Cameras, Dollies, Lenses, Lights, 
Moviolas, Printers, Recorders, Studio 
r Laboratory Equipment you don't need 
WE GLADLY TAKE CONSIGNMENTS. 
SET YOUR OWN PRICE— 
OUR PERCENTAGE IS SMALL 
WIRE US—WUX New Yo.k, 
Phone PL 7-0440 
$.0.S. CINEMA SUPPLY CORPORATION 
Dept. fc Cable: SOSOUND 
602 W. 52nd Street New York 19, N. Y. 
Western Branch—6331 Hollywodo Bivd. 
Hollywood, Calif., Phone HO 7-2124 





WANTED TO BUY FOR CASH 
CAMERAS AND ACCESSORIES 
MITCHELL, B & H, EYEMO, DEBRIE, AKELEY. ALSO 
LABORATORY AND CUTTING ROOM EQUIPMENT 
CAMERA EQUIPMENT COMPANY 
315 WEST 43RD STREET, NEW YORK 36, N. Y. 
CABLE: CINEQUIP 


WHY SACRIFICE 
your production and struggle with ld or used 
equipment when we can trade for cash or new 
equipment. Let us know what you have and what 
you need 
THE CAMERA MART, INC. 
845 Broadway.. Plaza 7-6977.. New York 23, N.Y. 





TRY F&B LAST 
FOR THE HIGHEST QUOTE ON 
USED MOVIE EQUIPMENT 
FLORMAN & BABB 
68 W. 45th ST., N. Y. 36, N. Y. 


Mitchell - Akeley B & H — Wall — Eyemo 
Cameras —- Lenses Equipment 
NATIONAL CINE EQUIPMENT, INC. 

209 West 48th St. New York, N.Y. 


WANTED: 16mm sound print ‘King Kong Will buy 
or trade a Kodachrome print feature Climax 
GEORGE R. SNYDER, 1413 Monterey St., Pitts- 
burgh NW 12, Penna. 





SERVICES AVAILABLE 





SEEKING position as a motion picture cameramar 
or relative position. Wou.d like to travel. Six 
years exeperience Freelance still and movie 
photographer, script to screen, will also shoot 
stock footage or complete fiims on assignment 
Graduate of Northwest TV Broadcasting School 
Top references, my clients. OSborne 6-7284 col 
lect BILLY R SMITH 14909 Crenshaw Bivd 
Gardena, California 

ASSIGNMENTS WANTED—TROPICAL ISLAND, native 
ce:emonial, head-hunter footage. Camerman, ful- 
ly experienced jungle locales, doing specific cover 
age of south Pacific area in 1959, including all 
islands and Australia. Can accept additional 
assignments, large or small. Top quality guaran 
teed. Box 1322, AMERICAN CINEMATOGRAPHER 


MID-WEST CAMERA CREW with own insert car and 
Mitchell camera equipment. PRODUCTION EXPERI 
ENCE. |.A.T.S.E. Hand-in-glove operation. West 
cast and New York references Available fo 
second unit work, plates, other production as 
signments Box 32 AMERICAN CINEMATOG 

RAPHER 


DUTCH FILM PRODUCER offers all possible help in 
Europe No language troubles. International 
trained technicians available. We solve all YOUR 
problems. Write or wire: WALTER DE VRIES, 
Lepelstraat 20-c, Amsterdam. Tel. 57807 

ANIMATION, color and B&W, American quality 
standards, produced to you. specifications at low 
Japanese rates. INTERLINGUAL INTERNATIONAL 
INC., Harada Building, No. 2, 1-chome, Hirakawa 
wa-cho, Tokyo, Japan 


SOUND RECORDING—film editing, titles, animation 
Complete your film—final scripting narrators 
music, effects. Low prices, fast service. Write for 
free estimate. UNIQUE FILMS, 7315 Wise Avenue 
St. Lovis 17, Mo 


EUROPEAN COVERAGE undertaken anywhere. 20 
years exeprience, see International Almanac 
Stock shots available. JOHN BYRD, 27 Arthur 
Rvad, London, S.W. 19, England 


FILM ASSIGNMENTS in all Middle East area, docu 
mentaries, newsreels, featurettes, with Auricon 
Pro 600 and B & H 35mm cameras. Write to 
GEORGES SHAMMAS, Box 2604, Beirut, Lebanon 


FILM assignments, New England. Scenic, stock and 
newsreels 16mm equipment Can furnish top 
notch copy with film. Box 1525 Springfield 
Massachusetts 

FILM ASSIGNMENTS New York area. Scenic, stock 
shots, newsreels, industrials, featurettes creatively 
filmed to your specifications. ACORN FILMS, 168 
W. 46th St., N.Y.C Call JUdson 6-2272 





STOCK FOOTAGE 





ACCIDENTS 


CAR-TRUCK-AMBULANCE POLICE DAY-night —EK 
16mm color. (Can fill your order, send script in 
advance). Highway scenes taken from car, ete. 
JIM SEYMUUR—accident photos, 115 No. Main 
St., Crystal Lake, Ill. Phone 653—Person to Person 





LABORATORY & SOUND 





ROCKY MOUNTAIN 16MM HEADQUARTERS 


16mm Black & White and Anscochrome—Processing- 
Printing — Recording — Editing — Production — 
Rental — Sales. All types of film in stock 
Write for Price List 


WESTERN CINE SERVICE, INC. 
114 E. 8th Ave., Denver 3, Colorado TAbor 5-2812 


SOUND RECORDING at a reasonable cost. High 
Fidelity 16 or 35. Quality guaranteed. Complete 
studio and laboratory services. Color printing and 
lacquer coating. ESCAR MOTION PICTURE SERV 
ICE, INC., 7315 Carnegie Avenue, Cleveland 3 
Ohio. Phone ENdicott 1-2707 
6mm SOUND and picture editing—sound recording 
—music—effects DON DUNN'S EL RANCHO 
AUDIO, near Palos Verdes and L. A. Harbor 
26246 Fairview Avenue, Lomita, Calif. DAvenport 
6-4925 





PHOTOGRAPHIC ASSIGNMENTS 


Continued from Page 62 


Harry Srraptinc, ASC, “The  Philadel- 
phian” with Paul Newman and Barbara 
Rush. Vincent Sherman, director. 


Oswatp Morris, “Look Back in Anger” 
(Woodfall Pred.: shooting in London) with 
Richard Burton and Claire Bloom. Tony 
Richardson, director. 


Harotp Stine, ASC, Perry FINNERMAN, 
“Sugarfoot”* with Will Hutchins: “Mave- 


rick”* with Jack Kelly. 


Peverett. Martey, ASC, Epwin’ DuPar., 
ASC, “Cheyenne”* with Ty Hardin. 


Ratpw Wootsey, ASC, WittiAmM Marev- 
Lies, “Lawman™* with John Russell. Stuart 
Heisler, director. 


Ray Foster, ASC, Commercial 


Perry FINNERMAN, WESLEY ANDERSON. “77 
Sunset Strip”* with Efrem Zimbalist. Jr. 


AMERICAN CINEMATOGRAPHER 























“The carrying power and control afforded by the carbon are 
have not been matched by any other set lighting tool.” 


eae — * ' 






THE “NATIONAL” CARBON ARC... 


NOTHING BRIGHTER UNDER THE SUN. 


LE] Site). 
CARBIDE “National” and "Union Carbide” are registered trade-marks of Union Carbide Corporation 
NATIONAL CARBON COMPANY ~:~ Division of Union Carbide Corporation + 30 East 42nd Street, New York 17, N. Y. 





Sales Offices: Atlanta. Chicago, Dallas, Kansas City. Los Angeles, New York, Pittsburgh, San Francisco. ]n Canada: Union Carbide Canada Limited. Toronto. 











byron 


1226 Wisconsin Ave., N.W. 
Washington 7, D.C. ¢ FE 3-4000. 


1226 East Colonial Drive 
Orlando, Florida * CH 1-4161 


r 


is the 
sincerest 


form of 
flattery 


and flattered we are that other laboratories 


sometimes use our registered trademark 


color-correct 


as an industry standard to mean the 


finest quality in color duplicating. 


color-correct. 


is owned by Byron, Inc., and is registered 
in the United States Patent Office under 
Trademark No. 575058. By law, we are 
required to protect our trademark by 
defending against all improper uses and 


infringements. So when these two words 


color-correct. 


are used together in reference to motion 
picture film, they apply to our registered 
process only —for only Byron has the 
right to use this term— only Byron can 


deliver color-correct prints. 








